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ABSTRACT 
 Method books have played a core role in mainstream trombone pedagogy since 
the turn of the eighteenth century. Students develop technical facility and musical style 
using compilations and transcriptions of targeted material, often from a specific time 
period, region, or genre. In spite of this tradition, no method books designed to teach 
music from the late sixteenth and early seventeenth centuries exist. This is especially 
surprising given that this time period signified a golden age for trombonists. The 
trombone’s chromatic double slide resulted in an adaptable instrument that could 
conform to every tuning system, placing trombonists among the most essential members 
of early modern ensembles. The resultant music forms a vast repertory that is surprisingly 
underexplored by modern players. Over time, this has resulted in a significant gap in the 
knowledge of trombone teachers and their students.  
My dissertation uses the method book model to fill this gap. I have compiled and 
transcribed eighty-eight trombone-idiomatic diminution studies from original sources 
dating from 1553-1642 to form a targeted, progressive collection of etudes designed to 
teach historical technique and style. The diminutions constitute a rich repertory of solo 
works that are as yet unexplored by modern trombonists. Diminutions from improvisation 
  ix 
manuals by Giovanni Bassano, Francesco Rognoni Taeggio, Diego Ortiz, and others 
provide insight into early modern instrumental performance practices that can be used to 
fill an area of trombone pedagogy that has long been empty. 
My work acknowledges the challenges inherent in the formation of a historically 
grounded teaching method for early repertoire, especially the lack of extant sources as a 
result of oral communication and master-apprentice traditions. However, I have been able 
to combine information gleaned from surviving trombone-specific sources, as well as 
literature for diverse instrumental study – sources per ogni sorte di stromenti – to form an 
accompanying explanation of early modern trombone pedagogy and style for use by 
teachers and students. I argue that the aesthetics of vocality played a primary role in 
performances of diminutions by trombonists, and that the techniques required to perform 
early repertoire stylistically may be easily integrated into mainstream trombone 
pedagogy.    
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INTRODUCTION 
Addressing a Pedagogical Gap 
 
The sixteenth and early seventeenth centuries constituted a golden age for trombone 
performance and repertoire in Western Europe. Professional trombonists enjoyed roles as 
some of the highest-paid, most in-demand instrumentalists of the period. Records of 
players that could perform at the virtuoso level —  with perfect intonation, virtuosic 
passagework, and extremes of range —  are plentiful. Because of the trombone’s warm, 
sonorous timbre, as well as its unique ability to play chromatically without holes, keys, or 
frets, the instrument was associated with the highest form of earthly music-making: the 
human voice. This association with vocality led to the trombone’s inclusion in music 
written for virtually every venue in early modern Europe: the church, the courts, and 
social occasions spanning from elite state dinners to small country wedding dances. 
Indeed, hundreds if not thousands of works for trombonists still survive from this rich 
musical era. Some works contain specified trombone parts, and others are known to 
include trombones by virtue of the performance practice associated with the repertoire. 
This body of literature was essential to the trombone’s development as a concert 
instrument over the past five hundred years, and it forms the indelible foundation of all 
subsequent trombone repertoire. Without it, the trombone would not have developed into 
the instrument it is today. 
 In spite of this, very few trombonists are familiar with the repertoire of their early 
modern predecessors, much less its associated performance practices. This lack of 
knowledge has created a tremendous gap in the pedagogy of mainstream modern 
  
2 
 
trombone teachers, whose students usually leave the conservatory after years of serious 
study without ever having seen or heard of a diminution, or having read a treatise on 
early modern performance practice. The few works from this time period that are familiar 
to modern trombonists —  such as the canzonas of Giovanni Gabrieli —  are approached 
from a modern pedagogical tradition that is rooted in orchestral performance practice 
from the nineteenth century onward. This creates a twofold problem: graduates of 
trombone programs at elite conservatories lack access to hundreds of works that form the 
foundation of trombone literature, and they lack the knowledge of how to perform them. 
 Blame for this pedagogical gap cannot be placed entirely on modern trombone 
teachers. The gap exists because the repertoire itself is largely inaccessible to players in 
general. This inaccessibility is the result of three circumstances.  
First, the physical format of sixteenth- and seventeenth-century repertoire can be 
daunting. Original prints, publications, manuscripts, and facsimile editions lack regular 
bar lines or familiar clefs and time signatures. Early printed notation often reveals 
mistakes, smudges, or other visual challenges which can only be corrected through prior 
knowledge of the repertoire. Because of this, even modern editions lack consistency, and 
efforts to convert sixteenth-century music to modern formats sometimes lose some of the 
musical implications of the original parts. 
 Second, the works themselves are difficult to find. Renaissance and early Baroque 
music for trombone is inconsistently catalogued. One cause for this may lie with the 
relative opacity of early modern musical printing in relation to actual performance 
practices – even if the trombone was an assumed member of an ensemble, printed music 
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rarely specified this instrumentation until the turn of the seventeenth century. Regardless 
of the cause, no catalog devoted specifically to Renaissance and Early Baroque trombone 
music has existed to make the process of finding these works easier.1 
Even were this not the case, it would be impossible to identify and collate the 
entirety of musical works among the vast quantity of unspecified parts that would have 
been played by trombonists. Even electronic databases, which are quickly becoming 
depositories for rarer musical works, have not yet achieved the specificity of 
instrumentation and organization that is needed for modern players to find and determine 
which of these unspecificed works would have been played by Renaissance and early 
Baroque trombonists. Therefore, detective work and time —  a precious commodity for 
college undergraduates and their teachers —  are required to find them. If only the 
solution to this could be found in genre-specific collections and editions of early modern 
repertoire specifically intended for mainstream trombone study —  but, unfortunately, no 
such collections exist. 
 The third barrier to accessibility is the lack of trombone-specific pedagogy from 
the period. Even if the modern trombone student were to bypass the first accessibility 
hurdles and find a piece to play, the challenge of performing it in a stylistically accurate 
manner rears its head. The apparent secrecy of early modern trombone pedagogy —  
largely due to master-apprentice relationships, oral and mnemonic traditions, and guilds 
that protected trade secrets —  resulted in a dearth of trombone-specific written sources 
                                               
1 A catalog of trombone-specific works before 1800 — collected by Howard Weiner, Charlotte 
Leonard, and Linda Pearse — is forthcoming, and will be a welcome addition to the literature. 
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that might inform a modern player’s performance of a historical work. Because of this, 
trombonists must again engage in the detective work of gleaning information about 
historical trombone technique from treatises, polemics, and eyewitness accounts by 
Mersenne, Praetorius, Speer, and other early modern theorists and musicians.  
 My dissertation provides a solution to these problems by researching, compiling, 
and transcribing one genre of inaccessible repertoire —  the diminution —  into a single 
method book. Method books have been a core component of trombone teaching since 
Andre Braun’s Gamme et Methode pour les Trombonnes at the turn of the nineteenth 
century. With the guidance of a teacher, modern trombonists now learn technique and 
style from method books by Joannes Rochut, Jean Baptiste Arban, Georg Kopprasch, and 
many others.2 Many of these method books are collections of etudes or transcriptions. For 
example, Rochut’s compilation of Romantic vocalises by Bordogni teaches the 
trombonist facility and technique in the Romantic style, and Keith Brown’s edited 
transcriptions of Bach cello suites allow trombone students access to the high Baroque.3 
These collections and others give modern players easy access to repertoire from diverse 
musical periods that can be integrated seamlessly into upper level trombone study, 
forming a knowledge base that directly informs a student’s musical and professional 
direction.  
                                               
2 Joannes Rochut and Giulio Marco Bordogni, Melodious Etudes for Trombone (New York, NY: Carl 
Fischer, 1928); Jean-Baptiste Arban, Arban’s Famous Method for Trombone, ed. Simone Mantia and 
Charles L Randall (New York: Carl Fischer, 1936); George Kopprasch, 60 Studies for Trombone, ed. 
Keith Brown (New York: International Music Company, 1973). 
3 Johann Sebastian Bach and Keith Brown, 6 Cello Suites (New York, NY: International Music 
Company, 1972).  
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 Until now, no mainstream method books have specifically focused on early 
modern trombone repertoire or the performance practice thereof. It goes without saying 
that a two-hundred-year gap in accessible repertoire seriously undermines the 
trombonist’s knowledge base, particularly if that gap obliterates the vast collection of 
music available for the trombone during its golden age. The objective of my dissertation 
is to begin the process of filling this pedagogical gap. Based on historical sources, I have 
created a method book in the transcription style of Rochut and Brown to make one genre 
of early modern repertoire —  the diminutions —  accessible to modern players. 
 
The Diminutions 
The word “diminution” refers to the practice of improvising or ornamenting a pre-
composed melody by breaking longer notes into shorter ones in order to create rhythmic 
and melodic variety. More specifically, Michael Praetorius describes the practice of 
diminution as “the breaking down of a larger note into many other faster and smaller 
notes, of which there are different kinds.”4 Bruce Dickey clarifies this definition, stating 
that “The art of division [a term interchangeable with “diminution”] consisted of 
substituting the long notes of a written melody with passages of rapidly moving ones, 
maintaining more or less intact the contour of the original line by touching on the main 
notes of the melody at their beginnings (and usually at their ends).”5 Sylvestro Ganassi 
                                               
4 Michael Praetorius, Syntagma Musicum III, trans. and ed. Jeffrey Kite-Powell (Oxford University 
Press: 2004), 217. 
5 Bruce Dickey, “Ornamentation in Sixteenth-Century Music,” A Performer’s Guide to Renaissance 
Music, ed. Jeffrey Kite-Powell (Indiana University Press: 2007), 300. 
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provides the most elegant definition: “the art of playing divisions is nothing other than 
diversifying a series of notes that are by nature brief and simple.”6 Simply stated, “The 
ultimate aim of divisions is nothing other than embellishing a given theme.”7 
 Singers and instrumentalists who could improvise beautiful, graceful diminutions 
in performance were deeply admired in the sixteenth and early seventeenth centuries. In 
1552, Adrian Petit Coclicus wrote: “a singer who sings the music not only as written but 
with embellishments, transforms something simple, common, plain, and crude into 
something elegant and ornate, like a tasteless piece of meat properly salted and 
seasoned.”8 Ganassi considered diminutions an essential aspect of musicianship, on par 
with technical virtuosity.9 This admiration extended to trombonists, as Luigi Zenobi 
famously observed when he wrote that good trombonists were judged, among many other 
attributes, by “the choiceness and variety of [their] diminutions.”10 
 The extreme popularity of diminutions resulted in the publication of manuals 
which aimed to teach this technique to singers and instrumentalists. These manuals were 
published over a span of roughly a hundred years, beginning with Sylvestro Ganassi’s 
Opera Intitulata Fontegara in 1535 and ending with Johann Andreas Herbst’s Musica 
                                               
6 Sylvestro Ganassi, Opera Intitulata Fontegara: A Treatise on the Art of Playing the Recorder and of 
Free Ornamentation, ed. Hildemarie Peter, English translation by Dorothy Swainson (Robert Lienau 
Musikverlag RL 16370, 1956, 1959; Nachdruck 1997), 15. 
7 Ibid., 18. 
8 Paul Henry Lang, “Ornamentation and Improvisation,” Musicology and Performance, ed. Alfred 
Mann and George J. Buelow (Yale University Press: 1997), 211. 
9 Ganassi, Fontegara, 15. 
10 Bonnie Blackburn and Edward E. Lowinsky: “Luigi Zenobi and his Letter on the Perfect Musician,” 
Studi musicali, xxii (1993): 103. 
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practica sive instructio pro symphoniacis in 1642. They have similar formats: the works 
begin with a dedication and technical explanation of the exercises, often touching on 
various elements of singing or playing such as fingering, articulation, breath support, 
embouchure position, and other techniques. Following this, the writers provide long 
sequences of embellishments on simple note patterns, usually beginning with cadences, 
which the early modern music student was expected to memorize. These patterns, when 
learned by heart, could eventually be improvised spontaneously over a given melody. 
Finally, many of the manuals contain partial or complete melodies with fully written out 
diminutions to be used as models for improvisation.  
 The diminutions are important for trombonists for several reasons. First, while the 
diminutions themselves are largely not trombone-specific, they provide valuable 
information that applies — as the composers themselves state — to multiple types of 
string and wind instruments. The composers of the diminutions addressed important 
aspects of physical wind instrument technique that apply to the trombone, such as 
articulation, breathing, and embouchure. Second, the diminutions convey what must have 
been extraordinary feats of virtuosity by Renaissance trombonists. Francesco Rognoni’s 
bastarda diminution, “Susana d’Orlando,” for “trombone overo violone,” is of particular 
interest. The etude uses the full range of the tenor or bass trombone (depending on which 
transposition is used), leaping from the lowest notes to the highest notes and then back 
again, while requiring the player to move the slide at rapid speeds. This high level of 
agility is confirmed by eyewitness accounts of trombonists during the late sixteenth and 
early seventeenth centuries, cementing the status of the trombone as a virtuoso 
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instrument. 
 The diminutions contain some the most valuable resources for the study of 
performance practice that have survived from the sixteenth and seventeenth centuries. 
Indeed, Richard Erig convincingly argues that the writers of the manuals serve as scribes 
who have unknowingly documented the steady changes in musical style from the prima 
prattica to the seconda prattica.11 By studying diminutions, trombonists will glean 
information about historical style, physical technique, and specific rules for 
embellishment. Players will become familiar with the Renaissance uses of consonance 
and dissonance, rhythmic variation, and solo and ensemble playing. The authors address 
concepts of tactus, tempo, and proportion; affect and the graceful delivery of virtuosic 
passages; and similarities and differences between instrumental and vocal technique. By 
comparing and contrasting the diminution manuals and exploring these concepts, a 
clearer picture of early modern performance practice emerges. 
 
Previous Literature 
This method book is the first of its kind to collate a large collection of diminutions 
specifically intended for integration into a mainstream trombone curriculum. Several 
important scholars have paved the way for this book, including Richard Erig, whose 
Italienische Diminutionen is one of the most comprehensive collections of Italian 
diminutions ever published. The edition contains not only the full original madrigals 
                                               
11 See Richard Erig’s commentary in Giovanni Bassano, Ricercate/Passaggi et Cadentie (1585) 
(Musikverlag zum Pelikan: Zurich, 1976). 
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which form the basis for the diminution studies, but a side-by-side comparison of every 
Italian diminution composed on each specific tune. It is an essential collection for the 
scholar of early modern performance practice. However, its format, which is so 
convenient for study, is not so convenient for actual practitioners. The score form creates 
a physical impossibility for trombonists, who cannot turn multiple pages and play the 
music at the same time. The music is also in its original, untransposed form, which 
presents the same challenges for modern trombonists as discussed above.12 The only 
solution to this problem is for the teacher or student to transcribe the diminutions from 
the score, which takes an extreme amount of time and commitment, creating an obstacle 
between the student and the repertoire. 
 Another important diminution collection is the nearly completed set of works 
contained in Ricercate e Passaggi: Improvisation and Ornamentation, 1580-1630, edited 
by Bernhard Thomas. This series is more practical for the performer, but its inclusion of 
non-trombone-idiomatic pieces still prevents it from being integrated into a mainstream 
trombone curriculum. The series, with its classification by madrigal, also leaves out key 
pieces by composers such as Ortiz, Spadi, and Bovicelli. Transposition to playable keys 
is again left up to the individual player, leaving the trombonist in the same position as 
before. 
 Adam Woolf’s Sackbut Solutions comes closer in several ways to a historical 
trombone method book, but it is not genre-specific. Spanning many different genres of 
                                               
12 Transposing and reading multiple clefs at sight is no longer an element of mainstream trombone 
pedagogy. For a brief discussion about this, see Appendix C. 
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Renaissance and early Baroque repertoire, including diminutions, Woolf’s book has not 
yet been successfully integrated into mainstream college curriculums. This is likely 
because Sackbut Solutions is an introductory method specifically for sackbut players, i.e., 
trombonists who have made the jump in equipment from modern to period instruments. 
This is an ideal situation; as noted by Woolf and others, the physicality of the sackbut —  
with its sharply rimmed mouthpiece and conical bell section —  lends itself to the most 
accurate historical interpretation of early modern repertoire that is possible today. 
However, many students do not have access to sackbuts, or they are simply not yet 
capable of the physical gymnastics involved in doubling on sackbut and modern 
trombone. While most early music practitioners are in agreement that the dream scenario 
for early repertoire is for it to be played on early instruments, the equipment should not 
be a barrier to the repertoire itself, nor the performance practice thereof. As such, a 
volume more specifically geared toward style and performance practice, rather than 
sackbut technique, is necessary. 
 
The Method 
To that end, this method book contains a comprehensive, focused, genre-specific 
collection of fully written out trombone-idiomatic diminutions from manuals by Giovanni 
Bassano, Giovanni Battista Bovicelli, Girolamo Dalla Casa, Diego Ortiz, Riccardo 
Rognoni, Francesco Rognoni Taeggio, and Johann Andreas Herbst. The collection also 
includes concerted diminutions by composers such as Luzzascho Luzzaschi, Cosimo 
Bottegari, and Angelo Notari, whose embellishments on popular music were composed in 
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a similar style to those in the manuals. 
 My collection follows the model of successful etude books from other periods 
such as those by Jean Baptiste Arban and Joannes Rochut, which have been used as core 
methods in mainstream trombone pedagogy for generations. These and other similar 
etude books have an acute musical focus and a natural progression in the development of 
physical technique. This progression of difficulty is part of what has made certain etude 
books successful and others not so. The student must be engaged and challenged. 
Rochut’s transcriptions of Marco Bordogni’s vocalises are an ideal example of this 
progressive model. The work has an extremely narrow focus, encompassing the exercises 
of only one composer, all in the same style. The sample of work is large enough to fill 
three volumes, which are organized by level of technical difficulty.  
 Bordogni’s vocalises, while intended for singers, are very satisfying for 
trombonists for the following reasons: they are idiomatic, they allow the student to 
progress, and they are aesthetically beautiful enough to be performed as concert pieces. 
Indeed, the vocalises often appear on lists for conservatory and professional ensemble 
auditions. The collection also fills a period-specific gap in trombone literature: that of the 
Romantic period. By studying Rochut’s transcriptions, the student internalizes the lyrical 
romantic style, which provides a jumping-off point for the exploration and successful 
rendering of music by other romantic composers such as Rossini and Berlioz. Since the 
first edition of Rochut’s collection was published in 1928, it is safe to say that his method 
has been popular and effective. 
 My collection of diminutions aims to accomplish the same thing. The etudes, 
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transcribed from the original full-length pieces, are organized by level of difficulty, 
challenging the student to progress both stylistically and technically. They are idiomatic 
for the trombone and, similarly to the Bordogni vocalises, they are beautiful enough to be 
performed as concert pieces. It is my hope that this format, which has proven successful 
in the past, will result in a seamless integration of early repertoire into mainstream 
conservatory trombone curriculums, providing easy access to literature that has been 
virtually unheard of by modern trombonists for years. This access will in turn allow the 
student to internalize important aspects of performance practice that are integral to the 
development of the trombone and the knowledge base of the professional modern 
trombonist. 
 
Organization 
The method is divided into two parts. Part I consists of five chapters that address several 
topics important for historical trombone performance practice. I first address the aesthetic 
of vocality, a central element of early modern instrumental performance practice and a 
core concept for performing the diminutions. I have provided an overview of the 
available sources, including applicable non-trombone-specific sources per ogni sorte di 
stromenti, which can be combined to form a basic technical and stylistic historical 
teaching method for trombonists. I also address the challenges inherent in these sources, 
especially the dearth of pedagogical material specific to the trombone. Using this 
information, I have distilled this method into a simple rubric that can be applied to all of 
the diminutions in the method using five expressive tools: dynamics, ornamentation, 
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intonation, tempo, and grace. Chapter Five contains instructions for the direct application 
of this rubric to the diminutions. Part II contains the diminutions themselves. 
 While it is necessary to take into account many aspects of early modern trombone 
pedagogy and performance practice to fully integrate early literature into mainstream 
teaching, it is not my intention to provide a full history of the trombone or its techniques. 
For this, the reader must look to the excellent work of David Guion, Stewart Carter, 
Trevor Herbert, and other scholars.13  
 This volume is also not meant to be an instruction book for sackbut technique. 
While I will address issues related to period instruments, I am more concerned with the 
integration of the literature and its associated technique and style; in other words, 
techniques that can be used on both modern trombones and sackbuts. For this reason, I 
have relegated topics such as instrumental pitch center, transposition, clefs, and 
organology to Appendix C, “Advanced Topics for Further Study.”
                                               
13 Stewart Carter, The Trombone in the Renaissance: A History in Pictures and Documents (Hillsdale, 
NY: Pendragon Press, 2012); David Guion, A History of the Trombone (Lanham, MD: Scarecrow 
Press, 2010); Trevor Herbert, The Trombone (New Haven, CT: Yale University Press, 2006). 
  
14 
 
CHAPTER 1 
Diminutions and the Aesthetics of Vocality 
  
Trombonists who seek to approach the diminutions from a historically informed 
standpoint must strive to master the overarching aesthetics of Renaissance wind music, 
which are fundamentally rooted in the concept of vocality. Trombonists who play the 
diminutions should emulate the human voice in timbre, articulation, phrasing, volume, 
and style. This may be challenging for modern trombonists, whose traditional “classical” 
training tends to interpret Renaissance music with a modern orchestral aesthetic.14 
However, the necessity of the adoption of a Renaissance vocal style by trombonists is 
underlined by the vast amount of surviving literature that addresses this topic. 
 An exploration of primary sources dating from the late fifteenth century to the 
early eighteenth century reveals vocality as the consistent aesthetic ideal among thinkers, 
philosophers, theorists, composers, teachers, musicians, and even audience members. 
Indeed, the expectation that instrumentalists should take their cue from vocal music is 
rooted in several concepts, the first of which is mimesis, or art imitating nature.15 This is 
addressed in treatises by Gaffurius and Tinctoris, whose discussions of “harmonious”  
sonority reflect a Renaissance understanding of the Boethian musical hierarchy. In their 
view, musica humana was still the highest form of music underneath the music of the 
                                               
14 For a particularly well-known example, see The Antiphonal Music of Gabrieli. In this recording, 
sixteenth-century music is performed with a nineteenth- and twentieth-century symphonic brass 
aesthetic. Giovanni Gabrieli, The Antiphonal music of Gabrieli (New York: Columbia, 1968). 
15 Thiemo Wind, Jacob van Eyck and the Others: Dutch Solo Repertoire for Recorder in the Golden 
Age (Utrecht: Koninklijke Vereniging voor Nederlandse Muziekgeschiedenis, 2011), 665. 
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spheres (musica mundana), and they strongly supported the humanist ideals of textual 
expression and rhetoric.16  
 Glarean, whose Dodecachordon was so influential in shaping Renaissance 
musical thought, believed that music should always be subordinate to text, and that its 
rhythm should be dependent on the meter of the poem or phrase it was expressing, rather 
than the other way around. Like most Renaissance theorists, Glarean echoed the ideals of 
Boethius, but he adapted the harmony of the spheres to the elements of the earth, aligning 
each voice type —  bass, alto, tenor, and discant —  with the respective elements earth, 
water, combination water/fire, and fire.17 Even Saint Augustine described instrumental 
music in relation to singing, as echoed by Agricola: “Now because all musical 
instruments display the characteristics of singing, they are said to ‘sing.’  Thus we say that 
flute-players ‘sing’  with the flute, trumpeters with the trumpet, string-players with the 
strings, and so forth.”18 The voice, then, aimed to imitate nature, and instrumentalists 
strove to emulate the voice. 
Early modern writers clearly wished to reach beyond the limitations of musica 
instrumentis constituta, the practitioners of which Boethius had long ago derided as 
slaves to their mechanical skills, “for they use no reason, but are totally lacking in 
                                               
16 Henry William Kauffman, The Life and Works of Nicola Vicentino (1511-C. 1576) (Roma: 
American Institute of Musicology, 1966), 206. 
17 Heinrich Glarean, Dodecachordon, vol. 1, trans. Clement Miller (USA: American Institute of 
Musicology, 1965), 15, 17. 
18 Martin Agricola, The Rudiments of Music, ed. Bernard Rainbow (UK: Boethius Press, 1991), avii. 
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thought,”  and achieve the same rhetorical and spiritual achievements as singers.19  
 Instrumental treatises by Bermudo, Praetorius, Mersenne, and Bendinelli confirm 
the above. Juan Bermudo’s Declaracion is one of the first instrumental tutors that 
explicitly urges its readers to emulate the style of sixteenth-century vocal polyphony. In 
contrast to his predecessors Agricola and Virdung, who recorded only basic mechanics 
and understandings of musical instruments and rudimentary theory, or Milán and 
Narváez, whose intabulations helped students learn specific repertoire through traditional 
teaching techniques, Declaracion makes a direct connection between instrumental and 
vocal technique. In it, Bermudo urges his vihuela students to emulate the human voice, 
specifically as applied to polyphony. As John Griffith commented, this technique 
“reinforces the undeniable centrality of vocal polyphony in sixteenth-century musical 
thinking and the close interconnection between vocal and instrumental music.”20 
 This interconnection is demonstrated even more clearly by Michael Praetorius, 
who distinguishes the trombone among many wind instruments as a supplement, or even 
a substitute, for members of a choir: “Therefore I had to come up with the solution of 
adding a four-part choir or consort of either trombones or violins [Geigen] that could play 
along at all times. And because such a sound is somewhat more pleasing to the ear when 
arranged in this fashion in the church, I have earned the public’s approbation.”21 The 
                                               
19 Calvin Martin Bower, “Boethius’ The Principles of Music, An Introduction, Translation, and 
Commentary” (PhD diss., George Peabody College for Teachers, 1976), 103. 
20 John Griffith, “Juan Bermudo, Self-instruction, and the Amateur Instrumentalist,” in Music 
Education in the Middle Ages and the Renaissance, ed. Russell Eugene Murray, Susan Forscher 
Weiss, and Cynthia J. Cyrus (Bloomington: Indiana University Press, 2010), 127. 
21 Michael Praetorius, Syntagma Musicum III, trans. and ed. Jeffrey Kite-Powell (Oxford: Oxford 
University Press, 2004) 126; also Die Organographia, Parts I and II, trans. and ed. David Z. Crookes 
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implications of this are important. Apparently, the timbre and style of early modern 
trombones was like enough to singers’  voices that trombonists could, and did, blend 
seamlessly into a vocal ensemble.  
 This is echoed even more strongly by Mersenne. In his 1636 treatise Harmonie 
Universelle, Mersenne not only argues that the trombone, cornetto, serpent, and dulcian 
sound like the human voice, but that those instruments were specifically invented for the 
purpose of mingling with voices and “to make up for the defect of those who perform the 
bass and treble.”22 Furthermore, he states that the trombone “should assimilate itself to 
the sweetness of the human voice, lest it should emit a warlike rather than peaceful 
sound.”23  
 This assertion not only confirms Praetorius’s sentiments, but takes them one step 
further, implying that a brash “warlike”  sound on the trombone is possible, but not 
desireable. The implications are important: the vocal style of the seventeenth-century 
trombonists is a musical choice. This choice is bound not to the physicality of the 
instrument itself, but to the preferred aesthetics of the time: vocality. Mersenne 
emphasizes this with his remarks regarding the horn and other instruments with “cup-
mouthpieces”: “for when the tongue beats every tone, the instrument imitates the human 
voice and word, in that it articulates its sounds. This must be noted for all sorts of 
                                               
(Oxford: Clarendon Press, 1986) 7. Praetorius prefers the trombone to the tenor cornetto, which 
sounds “too hornlike.” 
22 Marin Mersenne, Harmonie Universelle: the Books on Instruments, trans. Roger E. Chapman (The 
Hague: M. Nijhoff, 1957), 348. 
23 Mersenne, Harmonie Universelle, 117-18. 
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instruments with a cup-mouthpiece, and even for the others which are more or less 
susceptible to all these embouchures and movements.”24 
 The early seventeenth-century trumpet manuscript by Bendinelli also combines 
vocality with instrumental playing, though not as explicitly as the writings of Praetorius 
or Mersenne. However, it is notable that Bendinelli uses the word “singing,”  to describe 
the achievements of trumpet players who have surpassed the physical challenges of the 
instrument and are ready to think on a more abstract musical plane.25  
 Further confirmation from eyewitness accounts validates the aesthetic of vocality 
as the highest ideal in trombone performance. Bottrigari makes no differentiation 
between the trombone and the human voice, designating them in the category of 
“alterable”  instruments that can adjust “to any species whatsoever.”26 His reports of the 
trombone-playing nuns of San Vito also provide important insight into the aesthetic 
values of Renaissance audience members, who judged instrumentalists with by the same 
standards as singers. Grace, good intonation, and successful communication and 
enhancement of the original text or tune were highly valued by the listeners of 
Renaissance Italy: 
And they [the nuns of s. Vito] play them [trombones and cornetti] with such 
grace, and with such a nice manner, and such sonorous and just intonation of the 
notes that even people who are esteemed most excellent in the profession confess 
that it is incredible to anyone who does not actually see and hear it. And their 
                                               
24 Ibid. 
25 Cesare Bendinelli, The Entire Art of Trumpet Playing, trans. and critical commentary by Edward H. 
Tarr (Nashville: The Brass Press, 1975), 4. 
26 Hercole Bottrigari, Il Desiderio, or Concerning the Playing Together of Various Musical 
Instruments, Musicological Studies and Documents 9, trans. Carol McClintock (USA: American 
Institute of Musicology, 1962), 22. 
 
  
19 
 
passagework is not of the kind that is chopped up, furious, and continuous, such 
that it spoils and distorts the principal air, which the skillful composer worked 
ingeniously to give to the cantilena; but at times and in certain places there are 
such light, vivacious embellishments that they enhance the music and give it the 
greatest spirit.27 
 
 These aesthetic values are referenced in nearly all eyewitness accounts of 
trombonists. Notable are reports by Luigi Zenobi, who judges trombonists by their 
successful imitation of the human voice; Piero da Ricasoli, who recalls the “grace”  and 
“lightness,”  of trombonist Lorenza da Lucca in 1567, and Scipione Cerretto, who values 
trombonists and cornettists above all solo instruments in his Dell’Arbore Musicale 
because their timbres “approach more to the human voice.”28  
 Even Giulio Caccini lauded the vocal qualities of wind instruments. An exchange 
between the famous composer and Giovanni Bardi cites Aristotle to make this point: 
“Wind instruments, as more nearly imitating the human voice, are given preference over 
the others by Aristotle in his Problems…”29 These sentiments are echoed from the 1600s 
all the way to the end of the trombone’s golden age at the turn of the eighteenth century. 
They are bookended by this glorious quote from Kuhnau: 
Nothing comes so close to the human voice as do the wind instruments. Just 
listen to a well-played trombone, cornet, or oboe; if words were spoken to it, one 
might well swear that he was hearing the most beautiful castrato or other 
vocalist…One notes this all the more if one hears a choir of wind instruments 
from afar. Experience shows that when, say, our municipal pipers play a church 
                                               
27 Ibid., 60. 
28 Blackburn and Lowinsky, “Luigi Zenobi,” 103; Tim Carter, Music in Late Renaissance and Early 
Baroque Italy (Portland: Amadeus Press, 1992), 164; Scipione Cerreto, Dell’arbore musicale, 
Facsimile dell’esemplare appartenuto a Padre Martini (Bologna: Libreria Musicale Italiana Editrice, 
1989), 40-41. 
29 Giovanni de’ Bardi, “Discorso mandato a Giulio Caccini,” in Oliver Strunk, Source Readings in 
Music History: The Renaissance, 2 (New York: Norton, 1965) 106. 
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song on trombones only from the tower, we are moved beyond all measure and 
imagine we are hearing the angels sing.30 
  
 The origin of the vocal aesthetic is perhaps best explained by the traditional 
Renaissance musical education of young boys. Unlike today’s instrumentalists, most 
sixteenth- and seventeenth-century players began their musical studies with singing. An 
exploration of early modern primers, from Agricola’s Rudimena Musices (1539) to 
Bismantova’s Compendio Musicale (1677), reveals a consistent teaching pattern. Oratio 
Scaletta’s primer Scala di musica (1598) provides a typical example. According to 
Scaletta, whose tutorial is one of many similar music school primers published during the 
sixteenth and seventeenth centuries, boys were first taught the art of solmization, or the 
singing of pitch syllables according to the Hand of Guido. Following this, students were 
taught the following, in this order: C and F clefs (all of them), notes upon corresponding 
staff lines, note lengths, instructions for keeping a tactus steady with the motion of the 
hand, the rules of musica ficta, time signatures and proportions, hexachords, rests, repeats 
and other musical symbols, scales, and mutation. The back of the primer contains simple 
vocal exercises with written text. Only after this comprehensive education of theoretical 
and vocal fundamental training could a student attempt to learn an instrument —  a useful 
skill to have if one were to retain a musical career once one’s voice had broken!31 
                                               
30 Johann Kuhnau, The Musical Charlatan, trans. John R. Russell (Columbus, SC: Camden House, 
1997), 133-134. 
31 Horatio Scaletta, Scala di Musica, Molto Necessaria Per principianti Di Horatio Scaletta Da 
Crema, Correta di nouo, & aggiontoui alcune cose bisogne-uoli per li Scolari dal Sig. Michel’Angelo 
Grancino Meastro di Capella del Domo di Milano (Milan: Per Gio. Francesco & Fratelli Camagni, 
1657?). 
  
21 
 
 A system of learning that used singing as the foundation upon which all music 
rested surely affected instrumental style. The diminution manuals illustrate this vocal-
instrumental connection more specifically than any other texts outside of eyewitness 
accounts. Ganassi’s Opera Intitulata Fontegara (1535) is the first of these to give 
technical instructions to wind instrumentalists, specifically recorder players. These 
instructions focus on the emulation on of the human voice, which is central to Ganassi’s 
treatise. The first sentences in Chapter One state the following:  
Be it known that all musical instruments, in comparison to the human voice, are 
inferior to it. For this reason, we should endeavor to learn from it and to imitate 
it. You may say: ‘How is it possible, since the human voice can utter all the 
sounds of speech?’, or ‘I do not believe that the recorder could ever equal it.’  To 
which I answer that, just as a gifted painter can reproduce all the creations of 
nature by varying his colours, you can imitate the expression of the human voice 
on a wind or a stringed instrument.32 
 
 As shown, Ganassi asserts that the imitation of the voice by a wind instrument is 
not only possible, but that it should be the ultimate goal of the performer. Using the 
proper physical technique, Ganassi believes that the recorder player can succeed in 
achieving this goal, going so far as to give the listener the impression of words within the 
sound: 
In this matter I have had much experience and I have heard that it is possible with 
some players to perceive, as it were, words to their music; thus one may truly say 
that with this instrument only the form of the human body is absent, just as in a 
fine picture, only the breath is lacking. This should convince you that the aim of 
the recorder player is to imitate as closely as possible all the capabilities of the 
human voice. For this it is able to do.33 
  
                                               
32 Ganassi, Fontegara, 9. 
33 Ibid. 
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 A gap of nearly fifty years lies between Ganassi’s treatise and the next wind 
diminution manual by Girolamo Dalla Casa, though that gap is filled by other works 
intended for voices and strings. Dalla Casa echoes Ganassi’s insistence that wind 
instruments strive for vocality. Dalla Casa’s work is important because it is the first of its 
kind to specifically link instructions for physical technique with vocal aesthetics on what 
Mersenne later referred to as “cup-mouthpiece”  instruments. He provides detailed 
descriptions of articulation syllables for wind instrumentalists, comparing and contrasting 
the musical aesthetics of each of the three lingue (“tonguings”). Incidentally, the most 
desirable lingua was the lingua di gorgia, which imitated the fashionable throat 
articulations of singers. 
 Following this discussion, Dalla Casa makes vocal-instrumental comparisons 
similar to other writers such as Scipione Cerreto. A virtuoso cornetto player, Dalla Casa 
predictably concurs with Cerreto’s classification of the cornetto and trombone as the 
leaders of wind instruments in his Dell’  Arbore Musicale because of the likeness of their 
timbres to the human voice.34 According to Dalla Casa, players of the cornetto —  a cup-
mouthpiece instrument like the trombone —  should strive to control their embouchure, 
articulation, and ornamentation in a manner that accomplishes a vocal sound. Cornettists 
should not sound “like a horn,”  but should imitate an accomplished singer: 
It [the cornetto] needs to be played with discernment and judgment. The tonguing 
needs to be neither too dead nor too marked but needs to be similar to gorgia 
[vocal throat articulation]. In diminutions make few things but good, so that 
                                               
34 Girolamo Dalla Casa, Il Vero Modo di Diminuir, con tutte le sorti di stromenti, Books 1 & 2 (1584), 
trans. Sion M. Honea (Edmund, OK: University of Central Oklahoma) in University of Central 
Oklahoma Historical Translation Series, <https://sites.uco.edu/cfad/files/pdfs/historical-
performance/Dalla%20Casa%202.pdf>, accessed 4/4/18. 
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everyone should strive for a good sound on the instrument, a good tonguing, a 
good diminution, and to imitate the human voice as much as possible.35 
  
 It seems especially likely that the vocal sound for which Dalla Casa advocates 
was similar to the overarching aesthetic cultivated in Venice, where he and his brother 
were members of Giovanni Gabrieli’s famous instrumental ensemble at the Basilica of 
Saint Mark.36 The ornamentation exercises contained in the diminution manual bear 
strong resemblances to the written embellishments of music by Gabrieli, revealing a 
congruence between the studies in the manuals and composed, concerted music. The 
aesthetic of vocality that Dalla Casa advocates can therefore be extended not just to the 
diminutions themselves, but to much of the music written and performed by his 
contemporaries, many of whom played several different types of instruments, including 
the trombone, in one of the most influential musical centers in all of early modern 
Europe. 
 One of Dalla Casa’s esteemed contemporaries was Giovanni Bassano, a Venetian 
wind player whose two diminution manuals more subtly reveal a vocal-instrumental 
ideal. This is particularly apparent in the second of the manuals, Motetti, Madrigali, et 
Canzonie Francese (1591). While the 1585 manual is untexted, the 1591 exercises are 
formed around texted popular melodies. Bassano encourages both vocalists and 
                                               
35 Ibid. 
36 Denis Arnold and Andrea Marcialis, “Dalla Casa, Girolamo,” Grove Music Online, 
<http://www.oxfordmusiconline.com.ezproxy.bu.edu/subscriber/article/grove/music/07076>, accessed 
10/10/17. 
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instrumentalists to play the exercises.37 In fact, Bassano specifically encourages 
instrumentalists to play the texted diminutions: 
Further, I have divided this work in three parts—three, four, five and six 
voices—paying attention that you will not make use of only those motets or 
madrigals with words diminished for the single gorgia voice, but also you will be 
able to make use of them with what instrument pleases you, as they make those 
diminutions without words.38 
  
 Bassano had a unique position as the singing teacher at the Basilica of Saint Mark 
in 1583, just two years before the publication of his first diminution manual.39 He 
eventually became a member of Dalla Casa’s instrumental ensemble, and succeeded 
Dalla Casa as the ensemble leader in 1601.40 Bassano’s career and compositional output 
reflect the congruency between the diminutions and actual performance practice as 
illustrated previously by Dalla Casa. Bassano would have been immersed in the musical 
                                               
37 Some scholars have correctly observed that there is a compositional difference between the two 
manuals which implies that the first was purely instrumental; e.g., instrumental diminutions tend to 
contain more leaps. While Rognoni Taeggio, Bovicelli, and Bassano both differentiate between 
instrumental and vocal diminutions, they nevertheless urge the player to perform with the same 
principals as good singers. As this chapter addresses an overarching performance aesthetic rather than 
compositional style, and because the vocal-instrumental aesthetic applies to instrumentalists playing 
both styles, I have not addressed this in full here. For deeper discussions, see Bruce Dickey’s 
introduction to Riccardo Rognoni, Passaggi per Potersi Essercitare Nel Diminuire, preface and trans. 
Bruce Dickey (Bibliotheca Musica Bononiensis, Collana fondata e diretta da Giuseppe Vecchi, 
Sezione II N. 154. Bologa: Arnaldo Forni Editore, 2002). 
38 Giovanni Bassano, Motetti, madrigali et canzone francese (1591), trans. Sion M. Honea (Edmund, 
OK: University of Central Oklahoma) in University of Oklahoma Historical Historical Translation 
Series, accessed 10/17/2017, <https://www.uco.edu/cfad/files/pdfs/historical-
performance/Bassano.pdf>, 3. 
39 This is especially unique because this post was usually reserved for singers, though Bassano may 
have served as a chorister at the Basilica as a boy. David Lasocki, et al, “Bassano,” Grove Music 
Online, 
<http://www.oxfordmusiconline.com.ezproxy.bu.edu/subscriber/article/grove/music/53233pg4>, 
accessed October 10, 2017. 
40 Ibid. 
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styles of early modern Venice, and if there were differences in the approaches to musical 
aesthetics between singers and instrumentalists, Bassano would have been in an ideal 
position to observe it and to advocate for it.  
 It is notable, then, that no mention of any major aesthetic difference is made at all 
in his diminution manuals, particularly in the second, texted manual. The instruction that 
the instrumentalist “make use of them with whatever instrument pleases you,”  apparently 
did not need further explanation from Bassano. The aesthetic of vocality, as described by 
Dalla Casa just a few years prior, was already known. 
 Bassano and Dalla Casa were members of a cluster of Italian musicians whose 
diminution treatises were all published at roughly the same time, and whose exercises 
echo the above practices. Riccardo Rognoni’s Passaggi per potersi essercitare nel 
diminuire con ogni sorte di stromenti (1592) was published just one year after Bassano’s 
second treatise, and one year before Conforto’s short manual of diminution exercises for 
singers, Breve et facile maniera d’essercitarsi ad ogni scolaro (1593). In 1594, Giovanni 
Battista Bovicelli published his Regole, passaggi di musica, madrigali et motetti 
passeggiati, and Aurelio Virgiliano capped the century with Il Dolcimelo (c. 1600). In 
spite of some stylistic transition in the diminution manuals as the years progressed, the 
vocal-instrumental aesthetic seems to have held strong, even in untexted music.41 
                                               
41 Comparisons of these treatises reveal a strikingly fast stylistic change in ornamentation and 
composition in just a brief fifteen years. Long strings of even passaggi turned into shorter, frillier 
graces and ornaments that would become elements of sprezzatura and the seconda prattica that 
heralded the advent of the Baroque era. This is particularly noticeable in the compositions of 
Bovicelli, whose lacy dotted rhythms and long notes exploding into lightning-fast embellishments 
differed vastly from Dalla Casa’s continuous sixteenth- and thirty-second-note divisions. The 
observation of stylistic transition in the diminution manuals has been confirmed by many scholars and 
translators of the works. Sion Honea remarked that “Conforto’s explanation in some ways provides an 
 
  
26 
 
Riccardo Rognoni argued that the aesthetics of performance should be the same, 
regardless of compositional differences between instrumental music and vocal music. 
Both instrumentalists and singers should strive for elegance, dexterity, and refined 
ornamentation: 
In regard to the instruments, then, they have this in common [with singers], that 
when they are played dexterously so that the sound does not issue mostly harsh 
and confused, which happens to the one who cares more for showing off by 
playing a great mass of difficult things, [rather] than [by playing] few and well so 
as to please.42 
  
 This is corroborated nearly thirty years later by Francesco Rognoni Taeggio. Like 
his father Riccardo Rognoni, Rognoni Taeggio associated the cornetto with the sound of 
the human voice, tying physical techniques such as articulation and embouchure to a 
vocal aesthetic: “It [the cornetto] needs also to be played with discrimination and 
delicacy, endeavoring to imitate the human voice, and the tongue needs to be neither too 
                                               
interesting insight into the state of music at a time when it is changing from renaissance to baroque 
aesthetics along with the technical aspects related to that change.” Richard Erig noticed a similar 
pattern, which he acknowledged in the preface to his edition of Bassano’s 1585 treatise, and Bruce 
Dickey concurred, commenting that Bovicelli “heralds the coming Baroque upheaval.” See Giovanni 
Luca Conforto, Facile Maniera, Rome 1593, trans. Sion M. Honea (Edmond, OK: University of 
Central Oklahoma), in University of Central Oklahoma Historical Performance Translation Series, 
accessed 4/1/18, <https://sites.uco.edu/cfad/files/pdfs/historical-performance/Conforto%202.pdf>, 5; 
Giovanni Bassano, Ricercate/Passaggi et Cadentie (1585) by Giovanni Bassano, ed. Richard Erig 
(Zurich: Musikverlag zum Pelikan, 1976); and Bruce Dickey, “Ornamentation in Sixteenth-Century 
Music,” A Performer’s Guide to Renaissance Music, ed. Jeffrey Kite-Powell (Bloomington, IN: 
Indiana University Press, 2007), 313.  
42 Riccardo Rognoni, Passaggi per potersi essercitare nel diminuire terminatamente con ogni sorte di 
instromenti, et anco diversi passaggi per la semplice voce humana, Venice 1592, trans. Sion M. Honea 
(Edmund, OK: University of Central Oklahoma) in University of Central Oklahoma Historical 
Translation Series, accessed 7/18/16, <https://www.uco.edu/cfad/files/pdfs/historical-
performance/Rognoni%20R%202.pdf>, 4. 
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dead nor too hard but similar to the gorgia and this makes for a good instrument 
[sound].”43 
 Rognoni Taeggio’s diminution manual is especially important for trombonists. It 
contains the virtuosic Susana diminution for the trombone, putting the instrument’s 
technical capabilities on par with other wind and stringed instruments. Indeed, Rognoni 
Taeggio remarked that the trombone was capable of playing “as many pitches as his 
embouchure permitted him to make.”44 This confirms the conclusion, as Zenobi and 
Cerreto remarked years earlier, that trombonists were capable of performing at an equal 
technical and aesthetic level as all other instrumentalists – in fact, they were expected to 
do so! – and that the players absorbed the same vocal-instrumental aesthetic ideal. 
 All the above being said, what did it actually mean to emulate the human voice in 
the sixteenth and seventeenth centuries? What did singers in the Renaissance sound like? 
This question is critical for trombonists who wish to adopt the vocal-instrumental ideal of 
Zenobi, Cerreto, Rognoni, and others.  
 Various difficulties arise when trombonists begin their attempts to emulate 
singers. First, there was not just one type of singing during the Renaissance and early 
Baroque periods. Like today, different styles were associated with polyphony, solo 
singing, outdoor venues, chamber music, and sacred and secular venues. Secondly, 
modern interpretations of early vocal style, whether associated with recorded sound or 
                                               
43 Francesco Rognoni, Selva de Varii Passaggi (1620) Avvertimenti alli Benigni Lettori, trans. Sion M. 
Honea, (Edmund, OK: University of Central Oklahoma) in University of Central Oklahoma Historical 
Translation Series, accessed 8/24/16, <https://www.uco.edu/cfad/files/pdfs/historical-
performance/Rognoni%20F%202.pdf>, 19. 
44 Ibid., 14-15. 
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current performance practice trends, often obscure explorations of historical performance 
practice. 
 The solution to these issues can be found in various vocal and theoretical treatises 
from the sixteenth and seventeenth centuries, as well as in the diminution manuals 
themselves. From this literature, it is apparent that the overarching aesthetic priority of 
singers was the communication of emotions associated with a given text. As Kauffman 
observed, Renaissance music was “intimately connected to the humanistic importance of 
expressing text.”45 In other words, a singer took on the role of an orator whose goal was 
to move the audience with powerful rhetoric. 
 A successful oration —  in this case, the delivery of a song —  involved 
appropriate use of dynamics and ornamentation, perfect intonation, the correct use of 
consonance and dissonance, and an overall presentation that portrayed the concept of 
grazia, or grace. The singer must sound “great, beautiful, flexible, firm, sweet, durable, 
clear, pure, supported and audible.”46 These aesthetic priorities are addressed on a 
technical level in the diminution manuals, in which the authors discuss phrase lengths, 
articulation, breathing techniques, and tempo to achieve the above. 
 The diagram (Fig. 1.1) displays a distilled hierarchy for the Renaissance vocal 
aesthetic. This hierarchy can easily be adapted for trombonists, as shown in the following 
chapters. The completed song, or the rhetorical ideal, sits at the top of the diagram. To 
achieve this rhetorical ideal, singers must use five primary expressive tools: dynamics, 
                                               
45 Kauffmann, Life and Works, 206. 
46 Wind, Jacob van Eyck, 656-657. 
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which are varied according to the meaning of the words and the venue at which they are 
presented; ornaments that enhance affect and emotion; perfect intonation, to bring out the 
necessary consonances and dissonances; tempo, to be varied or held steady; and grazia, 
or grace, for the elegant and successful delivery of the music. 
 The five primary expressive tools are achieved by using specific technical and 
musical techniques, displayed at the bottom of the diagram. The singer must articulate the 
words clearly, plan phrases with adequate breath control, sense the tactus and 
comprehend any corresponding proportions, and —  perhaps most importantly —  the 
singer must be able to do all of this while making it look physically easy (but not too 
easy). In other words, he must display sprezzatura. 
 
Fig. 1.1: Five Primary Expressive Tools I: Vocal Hierarchy 
 
SONG = RHETORIC  
| 
Dynamics | Ornamentation | Intonation | Tempo | Grace 
| 
Articulation (Pronunciation) | Breath Control & Phrase Planning | Tactus & Rhythmic 
Variation / Rules for Embellishment / Historical Tuning
 
 
 These tools also apply to trombonists and other historically informed 
instrumentalists. Critics will note that there is an obvious difference between instrumental 
and vocal music: the existence, or nonexistence, of text. However, as discussed above, 
the text is a means to an end: another tool used to portray an abstract emotion or feeling. 
In a similar manner, instrumentalists can make use of the five primary tools for 
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expression as listed in the diagram —  dynamics, ornamentation, intonation, tempo, and 
grace —  to communicate these abstract ideas. As Ganassi wrote, “In like manner [to a 
singer], your playing should be soft and sighing, or gay and merry, as though you were 
giving expression to words of the same nature. This results in what I have called the 
imitation of the human voice.”47 
 
Using the Five Primary Expressive Tools 
Dynamics 
Dynamics were used as expressive tools in several different ways from the sixteenth 
through the seventeenth centuries. First, the venue of the performance often determined 
the strength or fullness of a singer’s voice. Vicentino observed that a piena voce, or “full 
voice,”  singing was appropriate for pieces that were sung in church, whereas musica da 
camera, chamber music, was sung softly and sweetly.48 These venue-based dynamics are 
confirmed by other theorists such as Zarlino who wrote, “The singers should know too 
that in church and in public chapels he should sing with full voice, moderated of course 
as I have just said, while in private chambers he should use a subdued and sweet voice 
                                               
47 Ganassi, Il Fontegara, 89. 
48 Vicentino also argued that dynamics should be used in accordance with the genera of the composed 
music. For example, chromatic music can be sung loudly and enharmonic music can be sung more 
softly. Kauffmann interpreted these statements to mean that enharmonic music – based on major thirds 
– was harder to tune and required more dynamic care. However, Vicentino was famously (or 
infamously) obsessed with the three genera, and it is only natural that he would emphasize their 
importance in performance. In reality, most Renaissance and early Baroque music was actually 
diatonic or, in some cases, a combination of two or more genera. Even if the modern-day performer 
were to have a working knowledge of medieval and Renaissance theory, it would there be very 
difficult to apply these rules in practice. See Kauffmann, Life and Works, 220. 
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and avoid clamor.”49 Zacconi wrote that cappella singers should sing “vehemently”  and 
with “equal force.”50 If singers were accompanied by instrumentalists, which they often 
were, the instrumentalists would have adjusted their own dynamics to blend with the 
choir or soloists. 
 By the turn of the century, dynamics began to be used more and more as 
ornaments to enhance the drama and affect of a given piece of music though, as Blachly 
argues, “matching music with the sense and sentiment of the text”  stretched back to the 
9th century.51 In 1608, Durante already discusses the mezzo di voce and the esclamatione, 
or the gradual increase and decreasing (or reverse) of dynamics to highlight a single note. 
While written dynamic markings didn’t appear frequently until the mid-seventeenth 
century, Praetorius already reported the use of dynamics as tools to express a piece of 
music: “Nor is the elegance of harmony and song combined more effectively than when 
the songs are performed with [dynamic] variation in the human voices and instruments, 
now with a more vivacious, now a more submissive voice.”52 
 Bernhardt most clearly outlines the uses for dynamics in his treatise, Von der 
Singe-Kunst oder Manier (1650). In spite of its late publication date, it is useful as a 
guide for the traditions that came before, particularly at the turn of the century and the 
                                               
49 Gioseffo Zarlino, The Art of Counterpoint: Part Three of Le Institutioni Harmonische (1558), trans. 
Guy A. Marco and Claude V. Palisca (New York: WW Norton and Company Inc, 1976), 111. 
50 Robert Greenlee, “Dispositione di voce: Passage to Florid Singing,” Early Music 15, No. 1 (Feb 
1987): 50. 
51 Alexander Blachly, “On Singing and the Vocal Ensemble I,” In A Performer’s Guide to 
Renaissance Music, ed. Jeffery Kite-Powell, 14-27 (Bloomington: Indiana University Press, 2007), 18. 
52 Praetorius, Syntagma Musicum III, 92. 
  
32 
 
start of the seconda prattica. A brief explanation of Bernhardt’s dynamic instructions are 
as follows: 
1.   The singer must not shift suddenly from piano to forte or vice versa; he or she 
must “allow the voice to gradually grow or decrease, otherwise that which an 
artistic device…would sound quite horrible.” 
2.   On “small notes”  the singer must fluctuate dynamically, always ending softly (this 
presumably refers to the mezza di voce). 
3.   The chosen dynamics must match the intended affect: joy and rage must be sung 
with a voice that is “strong, forceful and brave,”  with the notes “not particularly 
polished,”  and sadness and mournfulness but be sung with a “mild voice,”  with 
the notes more connected.53 
 
 It is interesting to note that instrumental music from this time, including trombone 
music, also began to be published with dynamic markings. One has only to look at the 
trombone parts for Castello’s sonatas to confirm this. The presence of these markings 
indicates that instrumentalists also used dynamics as an expressive device, even in 
untexted music. 
 
Ornamentation 
Ornamentation, or the embellishment of an underlying melody by adding passaggi and 
graces, was one of the primary ways in which Renaissance musicians enhanced and 
communicated the affect of a piece of music. The core subject of the diminution manuals, 
it was such a popular expressive tool that many musicians, such as Ganassi, considered 
the ability to successfully embellish a given tune an essential aspect of musicianship, 
                                               
53 Christoph Bernhard, Von der Singe-Kunst oder Manier (ca. 1650), trans. Sion M. Honea (Edmond, 
OK: University of Central Oklahoma) in University of Central Oklahoma Historical Translation 
Series, accessed 8/30/16, <https://www.uco.edu/cfad/files/pdfs/historical-
performance/Bernhard%202.pdf>, 5. 
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even more important than the perfection of physical technique: “Should you have the best 
articulation imaginable yet have no knowledge of divisions, your pains would be in 
vain.”54 
 The uses and explanations of specific ornaments in diminution treatises by 
Bovicelli and Francesco Rognoni Taeggio – e.g. the accento, esclamatione, tremolo, etc. 
– have already been covered in depth by many scholars such as Bruce Dickey and 
Thiemo Wind.55 Indeed, the evolution of sixteenth-century divisions to shorter graces and 
ornaments may be observed even by cursory glances at the music contained in the 
diminution manuals. In spite of these developments, it is merely necessary here to 
reiterate the application of embellishment as it applies to the communication of an 
overarching musical aesthetic in singing and the vocal-instrumental connection. This 
way, the trombonist can observe and apply these principles as needed. 
 As with dynamics, ornamentation must be used with discretion and must 
communicate the underlying emotion of a given melody or text. Rather tellingly, much 
has been written about the abuse of embellishments, or, as Bermudo wrote, “senseless 
glosas,” or long strings of ornaments, that obscure the music.56 An ornament in the wrong 
place, according to some, could change the entire affect of a piece, changing it from sad 
                                               
54 Ganassi, Il Fontegara, 15. 
55 Dickey, “Ornamentation,” 313, 319-20; Wind, Jacob Van Eyck, 627. 
56 R. Stevenson, Juan Bermudo (The Hague: Martinus Nijhoff, 1960), 55. 
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and mournful to happy and bright — a particularly egregious sin, especially when singing 
sad music in Church!57 
 Unfortunately, the treatise writers cannot seem to agree on exactly when and 
where it is appropriate to ornament, which means that the decision must be left to the 
performer. Vicentino urges against using any ornaments on unhappy tunes, which 
directly contradicts Bassano’s beautifully composed diminutions on plaintive madrigals. 
Bovicelli acknowledges these differing views in his treatise, but concludes by confirming 
the one thing almost all the writers agree on: discretion. One must “exercise great 
judgment in their proper distribution [of ornaments],”  embellishing a phrase the way one 
might emphasize important parts of a sentence, “in order that the words fit together well, 
and to ensure that the individual words not be affected in any way which renders the 
sentence defective.”58  
 This means that the ornaments must not obscure the words or the underlying 
melody, but enhance them. Bovicelli instructs musicians against adding so many 
diminutions that the melody or text is obscured, which also applies to ensemble playing 
—  i.e. if everyone is ornamenting, it becomes a jumble of notes and dissonance and, as 
Bottrigari put it, “becomes almost odious and ridiculous at the same time.”59 
                                               
57 Kauffman Life and Works, 162; Nicola Vicentino, Ancient Music Adapted to Modern Practice, 
trans. Maria Rika Maniates, ed. Claude V. Palisca (New Haven and London: Yale University Press, 
1996), 301. 
58 Giovanni Battista Bovicelli, “Regole, passaggi di musica, madrigali et motetti passeggiati by 
Giovanni Battista Bovicelli, Venice 1594,” trans. Jesse Rosenberg, Historic Brass Society Journal 1, 
vol. 3 (1992): 34. 
59 Bottrigari, Il Desiderio, 61. 
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 It is necessary at this point to briefly address vibrato, if only because it is a device 
that has been adopted by modern trombonists. Vibrato in the Renaissance and early 
Baroque was simply another ornament, added specifically to emphasize a given word or 
emotion. Vocalists did not use vibrato the way many singers do today. As Wind explains, 
“During the seventeenth century, vibrato was simply another form of ornamentation, not 
yet an omnipresent element of tone production.”60 Wind and other scholars such as 
Robert Greenlee have written much on the subject of vibrato, but for the trombonist who 
wishes to emulate a Renaissance vocalist, it is important to know only that vibrato should 
be used extremely sparingly, and often only as a preparatory technique for an articulated 
ornament such as a groppetto, passaggio, or trillo. Otherwise, the singer (and the 
trombonist who is emulating the singer) should strive to keep the fermo, or the “steady 
voice.”  As Bernhardt wrote, 
“The fermo, or keeping the steady voice, is required on all notes excepting where 
the trillo or ardire is used, and particularly the ornament of the fermo is to be 
understood, because the tremulo…is a fault, which is not used among old singers 
for artfulness but rather insinuates itself because these are not able to hold the 
voice steady. Whoever desires more evidence of the evils of the tremulo, let him 
listen to an old man making a tremulo when he is singing alone. Then he will be 
able to judge why the tremulo is not used by the foremost singers, unless on the 
ardire, of which more below. Although in other places it is allowed to the basses, 
but with the restriction that it is seldom introduced and on short notes.”61 
 
Intonation 
Accurate intonation was valued even more than ornamentation and dynamics for the 
expression of emotions behind a given text. The reasons for this emphasis are clear: the 
                                               
60 Wind, Jacob van Eyck, 644. 
61 Bernhardt, Von der Singe-Kunst, 4-5. 
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juxtaposition of consonance and dissonance was a primary tool of compositional 
expression, especially in the sixteenth century. Whole treatises were devoted to 
discussions of intervallic proportions, many of them expounding upon the associations of 
pure intervals with heavenly perfection. Nearly as frequent are discourses about the 
effects of consonance and dissonance on human emotions – i.e., the idea that certain 
intervals created emotional reactions which in turn produced a physical response.62 These 
theories can once again be attributed to Boethian thought. Calvin Martin Bower even 
asserted that the “final goal of Boethius’s aesthetics is to know musical proportions, on 
the one hand because they are truths, on the other hand because they are part of our 
human nature and give us pleasure or pain.”63  
In less esoteric terms, the harmonic ratios of pure intervals – especially pure 
thirds, for sixteenth-century composers – create vibration-less, or “beatless” harmonies 
that are satisfying to hear. The interplay between pure and dissonant intervals, especially 
at cadences, is what gives Renaissance music its crystalline “flavor.” As such, the tuning 
of these harmonies was highly prioritized by musical ensembles. Temperaments, such as 
quarter-comma meantone, were developed to enhance pure thirds and compensate for the 
inability of fixed instruments, such as keyboards and lutes, to tune spontaneously.64 For 
                                               
62 For influential treatises on this subject, see Franchinus Gaffurius, De Harmonia Musicorum 
Instrumentum Opus, trans. Clement A. Miller (Neuhausen-Stuttgart: Hänssler, 1977); and Zarlino, 
Institutione Harmoniche, 110. Here, Zarlino specifically addresses the necessary adjustments needed 
to moderate consonance and dissonance in diminutions. 
63 Bower, “Boethius,” 376. 
64 Ross Duffin, How Equal Temperament Ruined Harmony (New York, NY: W.W. Norton & 
Company, 2007), 256-305 (Kindle edition). 
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this reason, “alterable” instruments were highly desired ensemble members. Trombonists, 
who did not have the hindrance of keys or frets, particularly benefited from this. A good 
singer – and, likewise, a good trombonist – had the ability to sing with perfect intonation, 
creating what Tinctoris described as “sweet” and “harmonious” noise.65 
Robert Wegman defines the words “sweetness” and “harmonious,” as synonyms 
for the pleasing feeling a person experiences as a result of the acoustics of perfectly 
consonant intervals.66 If he is to be believed, a successful performance of vocal 
polyphony would prize the perfect execution of these consonances as an absolute 
aesthetic priority. While Tinctoris wrote these words long before the diminution manuals 
were published, early modern theorists and other writers continued to use those terms, 
making them applicable to historically informed performances of Renaissance music. 
Hermann Finck wrote extensively about the importance of keeping pitches steady and 
clear in his Prattica musica (1556), going so far as to give equal importance to the 
“sweetness of harmony” that expresses “as nearly as possible the sense of the language 
and the individual affects.”67  
                                               
65 Johannes Tinctoris, De inventione et usu musice, English translation in Johannes Tinctoris: 
Complete Theoretical Works, accessed 4/11/18 < 
http://earlymusictheory.org/Tinctoris/texts/deinventioneetusumusice/#pane0=Translation>, I.v.[C]; 
Anthony Baines, “Fifteenth-Century Instruments in Tinctoris’s De Inventione Et Usu Musicae,” The 
Galpin Society Journal 3 (1950): 21. 
66 Rob C. Wegman, “Sense and Sensibility in Late-Medieval Music: Thoughts on Aesthetics and 
‘Authenticity,’” Early Music 23, vol. 2 (1995): 298. 
67 Hermann Finck, Practica Musica (1556) Book 5: On the Art of Singing Elegantly and Sweetly, 
trans Sion M. Honea (Edmond, OK: University of Central Oklahoma) in University of Central 
Oklahoma Historical Translation Series, accessed 10/9/17, 
<http://sites.uco.edu/cfad/files/pdfs/historical-performance/Finck%202.pdf>, 6. 
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Indeed, frequent complaints of unsatisfactory tuning by sixteenth- and 
seventeenth-century ensembles support this assertion. Bottrigari’s disappointment with 
out-of-tune instrumentalists who failed to produce a “celestial harmony,”  goes hand in 
hand with Vicentino’s lament about the inaccurate intonation of singers who, in spite of 
their alterable voices, sometimes miss the mark: 
  “The experience of listening to the organ teaches us that it is wonderful to hear 
only the intonation of pitches matched with consonances, without the 
pronunciation of the words. O how immeasurably excellent would music be if 
singers, by means of the delivery of pitches and words, could intone and sing a 
composition as accurately as the organ!”68  
 
How indeed is perfect intonation achieved by vocalists? This is an important 
question to ask, and the answer is bound up with two of the other primary expressive 
tools: ornamentation and dynamics. Singing — or playing — in tune is not only a matter 
of matching pitches. A perfectly in-tune Renaissance singer must, according to Finck, do 
the following: 
“…the manner and way of beginning so that the beginning does not differ in 
sound from the end, that the voice may be neither lowered nor raised, but just like 
in the way of an organ when properly constructed, the harmony remains 
unimpaired and constant. It is without doubt a great deformity to use the voice 
strained in one way and relaxed in another, especially if one or more are wrong in 
the arsis and thesis and is sung wrong, a horrible confusion results, it is as far off 
from sweet as could be.”69 
 
 This ideal of the “unimpaired and constant”  voice is of paramount importance to 
the Renaissance singer, and to the trombonist who wishes to emulate the voice. To 
achieve sweetness, one must not only match a pitch or temperament, but avoid any device 
                                               
68 Bottrigari, Il Desiderio, 13; Vincentino, Ancient Music, 302. 
69 Ibid., 9-10 
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that might impede the execution of the harmonies. “Unimpaired and constant,”  implies an 
exactness and deliberacy of tone, leaving no room for extreme portamento, vibrato, or 
sudden dynamic alterations, especially in ensemble situations. Exceptions would only 
apply to carefully thought-out ornamentation, as described previously. In this way, the 
performer achieves and prioritizes the original sonorities of the music, allowing the 
“sweetness,”  and emotions of the music to come through.  
Tempo 
Much like contemporary performance practices, the speed of Renaissance and early 
Baroque music has a direct effect on the expression of its emotional content. Singers 
might choose to vary the tempo in order to convey the emotions of the text, provided the 
core tempo remained unchanged. This is demonstrated notably in the writings of Sancta 
Maria, who stresses that music first and foremost must be bound to the beat, or tactus: 
“all music, both sung and played, is subject and bound to the tactus and not the tactus to 
music, by reason of being ruled and governed by it, and of this beginners who profess this 
art ought to be very aware.”70 
 This is an important consideration for today’s musicians, who must have 
knowledge of historically appropriate tempos for sixteenth- and seventeenth-century 
music. Renaissance and early Baroque music attaches rhythmic emphasis to larger note 
values than are typically emphasized in contemporary music. Modern trombone players 
                                               
70 Thomas de Sancta Maria, Libro Llamado Arte de Tañer (1565): Chapters 13-19, trans. Sion M. 
Honea (Edmond, OK: University of Central Oklahoma) in University of Central Oklahoma Historical 
Translation Series, accessed 10/17/16, <http://sites.uco.edu/cfad/files/pdfs/historical-
performance/Sacnta-Maria-Libro-Llamado-Arte-de-Taner-1565.pdf>, 6. 
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will be more familiar with music that stresses smaller note values – e.g., quarter notes or 
half notes. However, during the late sixteenth and early seventeenth centuries, one beat, 
or tact, was typically a semibreve, or whole note. Consequently, the sixteenth- and thirty-
second note passaggi in the diminution exercises must fit into this whole note tactus. 
 Though there is some disagreement about the exact tempo marking of an 
appropriate tactus, many writers refer to an approximation of the human pulse. Of course, 
as George Houle notes, this can be rather variable, and Valentini argues that there are as 
many pulse beats as people!71 Mersenne’s definition results in a tactus that is significantly 
faster than that of Praetorius, which reflects a gradual quickening over time.72 Erig has 
estimated modern-day tempo equivalents of 20-40 MM, similar to “the time a man needs 
for two steps when walking at an average pace .73 The tactus may also vary according to 
the difficulty of the music and the desired emotional aesthetic of the given piece. 
Praetorius notes this in Syntagma Musicum III, instructing that “everyone must decide the 
tact for himself based on the text words and the harmony of the piece.”74 Planchart writes 
of certain “inviolable rules” of use to historical performers: the mensural sign  indicates 
a faster tempo than  .75 Many writers, including Sancta Maria, Fuenllana, and others, 
                                               
71 George Houle, Meter in Music 1600-1800: Performance, Perception, and Notation (Bloomington: 
Indiana University Press, 2000), 4; Margaret Murata, “Pier Francesco Valentini on Tactus and 
Proportion,” in Frescobaldi Studies, ed. Alexander Silbiger (Durham, NC: Duke University Press, 
1987), 333. 
72 Kauffman, Life and Works, 193-194; Praetorius, Syntagma Musicum III, 70. 
73 Buchner, as quoted by Erig, preface to Ricercare. Commentary can also be found in Wind, 602. 
74 Praetorius, Syntagma Musicum III, 68. 
75 Alejandro Planchart, “Tempo and Proportions,” in Performance Practice: Music before 1600, ed. 
Howard Mayer Brown and Stanley Sadie (New York: W.W. Norton, 1990), 37.  
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advise against a quick tactus unless the performer is particularly skilled, giving the 
musician “freedom to play any work with greater liberty and ease.”76  
 This “liberty and ease”  is particularly important, as it enables the performer the 
freedom to express the emotions of the music without being hampered by attempts to 
desperately take breaths while playing difficult passages too fast. The musician can then 
vary the rhythm of individual notes within the tactus to communicate his or her desired 
aesthetic, as advocated by Sancta Maria, who instructed musicians to add a mild “delay”  
to alternating eighth notes in passaggi.77 
 Other writers such as Bovicelli also indicate that rhythmic variation can be used 
to express emotional ideas. Using written-out examples, Bovicelli instructs singers to 
lengthen, delay, shorten, and quicken note values within their embellishments to further 
enhance the text. Even so, he still urges the singer to use discretion when employing this 
practice, frequently using the metaphor of the horse and rider to illustrate his points. For 
example, while approaching the end of a passage of fast notes, one should not barrel 
straight into the final note, but slow the rhythms down: “when in the middle of running a 
long race, a rider does not attempt to bring his horse to a sudden stop, but rather pulls the 
reigns little by little in order to slow its steps.”78 This results in a graceful, elegant 
portrayal of the music, which brings us to the final, and arguably most important, 
expressive tool. 
                                               
76 Miguel de Fuenllana, Orphenica Lyra, (Sevilla 1554), ed. Charles Jacobs (Oxford University Press: 
1978), lxxxix. 
77 Sancta Maria, Libro Llamado, 31-32. 
78 Bovicelli, Regole, 39. 
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Grace 
The aesthetic of elegant, unaffected performance was referred to as grazia, or “grace,”  by 
sixteenth and seventeenth century writers, most notably in Giulio Caccini’s Nuove 
Musiche (1601). The term, though, had its roots in the observations of Castiglione much 
earlier in the sixteenth century. In his Il Cortegiano, Castiglione admired the courtiers 
who displayed grazia. Courtiers who embodied grazia lacked affectation; their 
mannerisms conveyed a sense of ease or “sprezzatura,” a word quite literally defined as 
“negligence.”  Castiglione wrote, 
“Upon frequent considering with my self whence this Gracefulness [grazia] arises 
(omitting those who have it from Nature) one general Rule, appears to me 
superior to all others, in relation to the Words or Actions of Men; which is, to 
avoid as much as possible, as a Rock on which there is great Danger of splitting, 
to much Affectation. And, if I may be allow’d a new Expression, to discover in 
every thing a certain Negligence [sprezzatura], to conceal his Art withal, and to 
appear that whatsoever he saith or doth comes from him naturally and easily, and 
as it were without attending to it.”79 
 
 The grazia so admired by Castiglione in courtiers, the idea of a highly skilled 
artist making a challenging action look easy, natural, and inborn, was adopted by Caccini 
and many other early modern musicians. Hitchcock explains this in more detail in his 
preface to the second edition of Nuove Musiche, citing Vasari as the first to hold up 
                                               
79 Conte Baldassare Castiglione, Il cortegiano, or the courtier: written by the learned Conte Baldassar 
Castiglione, and a new version of the same into English. Together with his other celebrated pieces, as 
well Latin as Italian, both in prose and verse. To which is prefix’d The life of the author. By A. P. 
Castiglione, Gent (London: printed for H. Slater, in Clement’s-Inn; F. Noble, at Otway’s Head, in St. 
Martin’s-Court, near Leicester-Fields; W. and T. Payne, at Horace’s Head in Round-Court, opposite 
York-Buildings in the Strand; T. Wright, at the Bible, in Exeter-Exchange; and J. Duncan, in St. 
Martin’s Court, near Leicester-Fields, MDCCXLII: 1742), 44-45. 
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grazia as a specifically artistic ideal. Grazia  “was a natural gift; even etymologically it 
suggested the spiritual and metaphysical. As a natural gift, not to be acquired simply by 
study and labor, it related to - in fact, it could only spring from - an effortless, unforced 
manner.”80  
 Caccini co-opted the definition of that “effortless, unforced manner,”  the 
sprezzatura that enabled grazia, and adapted it singing. This is important for several 
reasons. On a pedagogical level, Caccini breaks down an abstract term and demonstrates 
how to accomplish it on a practical level, by shortening and lengthening note lengths, 
adding ornamentation to enhance the melody and emphasize certain emotions, and 
playing with tempo to emulate the fluctuations of speech. On an aesthetic level, his 
instructions reflect the artistic views of early modern performers and their audiences. 
Caccini wrote,  
“Sprezzatura is that charm lent to a song by a few ‘faulty’  eighths or sixteenths on 
various tones, together with [similar ‘slips’] made in the tempo; these relieve the 
song of a certain restricted narrowness and dryness and make it pleasant, free, and 
airy, just as in common speech eloquence and variety make pleasant and sweet the 
matters being spoken of. And to the figures of speech and the the rhetorical 
flourishes in such eloquence correspond the passaggi, tremolos, and other like 
ornaments [in music], which may occasionally be introduced here and there in 
every effect.”81 
 
 Caccini’s instructions reflect the views of many other sixteenth- and seventeenth-
century musicians. Thiemo Wind notes that Praetorius, Monteverdi, and others also use 
adjectives that describe sprezzatura, such as “pleasure,”  “sweetness,”  and “gentle 
                                               
80 Giulio Caccini, Le nuove musiche, 2nd Edition, ed. H, Wiley Hitchcock (Madison, WI: A-R 
Editions, Inc, 1970), 3. 
81 Ibid., 3. 
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delight.”82 Rognoni-Taeggio used the word “delicacy,”  in reference to the cornetto, and 
frequently repeats the use of grazia in the forward to his diminution manual.83 Cerone 
expands Caccini’s instructions in his Melopeo e Maestro, explaining that in order to 
achieve grace —  which he uses as both an aesthetic term and a synonym for ornaments 
—  one must have “dexterity, speed, clarity, and time.”84 Prior to Caccini, Bovicelli notes 
that a singer must strive for a “gentleness of voice,”  to avoid making high-velocity 
passaggi sound harsh and violent to the listener.85 
 Caccini, Cerone, Bovicelli, and others mentioned above generally reflect the 
nuove musiche of the seconda prattica, but the aesthetic of sprezzatura was valued long 
before compositional styles changed. Diruta, who admired the music of Giovanni 
Bassano, instructed organists to play as elegantly as possible, and not to detract from the 
music by making extraneous bodily movements.86 Zacconi urges singers to undertake 
gorgia “well and with grace…rather than make oneself scorned and derided.”87 Even 
more strikingly, Sancta Maria’s Arte de tañer fantasía describes similar rhythmic 
                                               
82 Wind, Jacob van Eyck, 659-660. 
83 Francesco Rognoni, Selva di varii, 7, 19. 
84 Pedro Cerone, El Melopeo y Maestro, Libro octavo En el Qual se Ponen las Reglas para Cantar 
Glosado y de Garganta (1613), trans. Sion M. Honea (Edmond, OK: University of Central Oklahoma) 
in University of Central Oklahoma Historical Performance Translation Series, accessed 4/4/18, < 
https://sites.uco.edu/cfad/files/pdfs/historical-performance/Cerone%202.pdf>, 10. 
85 Specifically, long passages of notes must avoid “bitterness.” Bovicelli, Regole, 35. 
86 Girolamo Diruta, The Transylvanian (Il Transilvano) Vol. II 1609, ed. Murray C. Bradshaw & 
Edward J. Soehnlen, (Henryville - Ottawa - Binningen: Institute of Mediaeval Music, Ltd., 1984), 52. 
87 Lodovico Zacconi, Prattica Di Musica (1596), Part 1, Book 1, Chapter 66: Che stile si tenghi nel 
far di gorgia, & dell’uso de I moderni passaggi, trans. Sion M. Honea (Edmond, OK: University of 
Central Oklahoma) in University of Central Oklahoma Historical Translation Series, 
<http://sites.uco.edu/CFAD/files/pdfs/historical-performance/Zacconi%202_new.pdf>, accessed 
10/9/17, 7. Note that Zacconi frequently conflates the terms gorgia, passaggi, and diminutio. 
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techniques as Caccini - in 1565! Sancta Maria explains that musicians, while needing to 
vary the lengths of notes to achieve a desirable aesthetic, must not vary them too much, 
or else it will cause “a great lack of grace and ugliness in the music.”88 Finally, even 
Ganassi, the first to publish an instrumental diminution manual, urges recorder players to 
incorporate grazia into their playing.89 
 The concept of grazia is particularly important for trombonists who aim to follow 
the instructions of the diminution manuals to emulate the human voice. This is confirmed 
by eyewitness accounts who praise this quality in accomplished instrumentalists. 
Especially enticing for trombonists are Ricasoli’s comments about the “grazia et una 
leggiadria,”or “grace and loveliness,” of the trombonist Lorenzo da Lucca, and the 
previously mentioned nuns of San Vito who played “with such grace, and with such a 
nice manner.”90 It is also worth repeating Zenobi’s use of the word “grace” in his 
description of good trombone players.91 Taken together, this not only establishes the 
vocal-instrumental ideal as an important early modern instrumental aesthetic, but 
provides a baseline for how to achieve it in both voices and instruments. 
 Diminutions in particular can help trombonists accomplish this goal. Because 
most of the diminutions are based on songs, the trombonist can directly apply the five 
expressive techniques of vocality based on each piece’s emotional content, internalizing 
the vocal-instrumental ideal simply by practicing the etudes. At their most basic level, the 
                                               
88 Sancta Maria, Libro Llamado, 31-32. 
89 Ganassi, Il Fontegara, 87-89. 
90 Carter, Music in Late Renaissance, 164; Bottrigari, Il Desiderio, 60. 
91 Specifically, “gratia,” as translated by Blackburn and Lowinsky, “Luigi Zenobi,” 86, 103. 
  
46 
 
diminutions were meant to teach early modern musicians how to embellish popular 
melodies. However, they accomplish far more than that. As already described, Ganassi, 
Rognoni, Bassano, Dalla Casa, and the other diminution writers extensively extolled the 
similarities of wind instruments to the human voice. Even the untexted diminutions allow 
the player to engage in a combination of technique and expressiveness that trombonists 
can use to learn and integrate the early modern musical aesthetic to their mainstream 
playing. 
 The diminution studies were written so Renaissance musicians could practice 
improvisation and embellishment until it was ingrained, rather like practicing a new 
language until it can be spoken automatically. In the same way, the studies are useful for 
modern trombonists. By practicing the exercises and their corresponding performance 
practice techniques, trombonists will improve their virtuosity, versatility, and ability to 
implement appropriate musical aesthetics when playing sixteenth- and seventeenth-
century music. The studies are particularly important in light of the disappointingly few 
written sources for early trombone pedagogy. Using this knowledge, modern trombonists 
will have a greater understanding of how to perform all Renaissance and Baroque music 
and integrate it into their mainstream playing.
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CHAPTER 2 
Early Modern Trombone Pedagogy 
 
We have now addressed the importance of the vocal-instrumental aesthetic as it applies to 
the diminutions. It is also important for teachers to understand how the trombone 
specifically would have been taught, practiced, and performed in its golden age. This 
understanding will make it easier to integrate the diminution studies and their 
corresponding performance practice techniques into mainstream teaching. To that end, 
this chapter will explore the extant trombone-specific primary sources that can be 
combined to form a framework for early trombone pedagogy. I will discuss the inherent 
challenges in this endeavor, especially the lack of written sources as a result of typical 
early modern teaching practices. I will also give an overview of applicable non-
trombone-specific primary sources that strengthen this framework. The information can 
be combined to form a modern method for early trombone performance practice based on 
the historical sources, which can be applied to the diminutions. 
 
Lack of Written Sources 
As described in the introduction to this method, primary written sources for sixteenth- 
and seventeenth-century trombone pedagogy are difficult to access. Explorations into 
written teaching literature for the trombone have revealed almost nothing before Speer’s 
Grund-richtiger Unterricht der Musicalischen Kunst (1687, expanded 1697), and no full-
length method book written specifically for trombone appears until Andre Braun’s 
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Gamme et Methode pour les Trombonnes, published around 1795.92 
 This lack of written sources is likely a result of several factors: the traditional 
master-apprentice style of teaching, which dates back to the middle ages; the oral and 
mnemonic traditions associated with the master-apprentice system; the resulting 
appearance of secrecy between teacher and student; the closed circles of musicians’ 
guilds, such as those of the waits and trumpet bands; and the general dearth of knowledge 
about the trombone in written texts by theorists, practitioners, and music teachers. 
 Wind players in particular — specifically those of the civic bands and court 
ensembles which traditionally included trombones — would study with master teachers 
who were usually immediate family members or close family friends. Students would 
succeed their teachers, who were often their fathers, creating lines of musicians that 
lasted for generations.93 This tradition persisted through the sixteenth and early 
seventeenth centuries, particularly in Italy and Germany, where trombonists were held in 
particular esteem.94  
 Frank D’Accone observes that while this teaching style bears resemblance to the 
                                               
92 Fabien Guilloux, “Braun’s Gamme et Méthode pour les Trombonnes: Some New Evidence,” trans. 
Maurice Whitehead, Historic Brass Society Journal 28 (2016), 76. See Guilloux’s questions 
concerning the authorship of this method, 90. 
93 See Frank D’Accone’s discussion of familial ties in The Civic Muse: Music and Musicians in Siena 
During the Middles Ages and the Renaissance (Chicago: University of Chicago Press, 2007), 543. 
94 Colleen Reardon discusses trombone lineage in “Insegniar La Zolfa Ai Gittatelli: Music and 
Teaching at Santa Maria della Scala, Siena, during the Late Sixteenth and Early Seventeenth 
Centuries,” in Musica Franca: Essays in Honor of Frank D’Accone, ed. Irene Alm, Alyson 
McLamore, and Colleen Reardon (Stuyvesant, NY: Pendragon Press, 1996): 119-138. We can assume 
that similar practices occurred in Germany, especially from Schütz’s accounts of court necessities, 
which included boy trombonists. See Gina Spagnoli, Letters and Documents of Heinrich Schütz, 1656-
1672: An Annotated Translation, (Rochester, NY: University of Rochester Press, 1992), 69-70. 
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learning processes of today’s musicians, the master-apprentice tradition involved much 
more face-to-face training between student and teacher than is typically seen today. 
Using excerpts from Sermini’s rather salacious novella Giannino da Lodi, D’Accone 
demonstrates through the character of Nori, the teacher of song and dance, that even the 
training of amateurs was not a matter of weekly lessons. Training “consisted, rather, of 
several hours of supervised daily study. These were separated, presumably, by periods in 
which the student practiced alone.”95 This intensity was amplified in a conservatory 
setting, particularly at church schools, where choir boys learned singing, theory, 
composition, and in some cases, instrumental skills: 
After mass in the morning, during the time of the first table, the sopranos go into 
the room of the maestro di cappella, where [they are trained] according to the 
capacity of each one, who sings and gives an account of the cartella. After the 
second table, one sings in the sala for about a half hour; on Tuesdays and 
Fridays, two, three, or more motets in the small [part]books, at the benches, and 
on the other days, some mass or Magnificat in the large books. And the things to 
be sung in church are rehearsed, with cautions given according to the need. Then 
one sings at the organ — sometimes the sopranos, sometimes the students or 
others, at times each one separately, at times together. And if there is someone 
who may know how to play, he is trained on this occasion…96 
 
 These methods led to a comparatively quick acquisition of rudimentary skills and 
performance capabilities that the student would not otherwise attain with more sporadic 
training. Indeed, the necessity of having a master teacher to emulate is emphasized in 
most of the pedagogical texts that do exist. Hermann Finck wrote in his Prattica musica 
(1556):  
                                               
95 See footnote D’Accone, The Civic Muse, 636. 
96 Noel O’Regan, “Choirboys in Early Modern Rome,” in Young Choristers 650-1700, ed. Susan 
Boynton and Eric Rice (Boydell Press, Woodbridge, UK 2008), 233. 
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…he who is fired by nature with the love of music should have the benefit of an 
experienced teacher in whose imitation he may fashion himself completely. 
Without this, an exceedingly large number advance poorly, although some with 
great labor and tenacious study advance up to some point. Nonetheless, they do 
not attain that perfection, which they could hope for if instruction and imitation 
were available.97 
 
 The apprenticeship style of teaching also allowed the student to rely more heavily 
on imitation and memorization. Students today require literature, recordings, and 
exercises to practice and learn in the absence of their teachers, sometimes for weeks or, in 
some school systems, months at a time. In the sixteenth and seventeenth centuries, the 
constant daily presence of the master teacher negated the need for written literature. 
Students learned to play by ear, to improvise on the music they knew, and their ability to 
do both at a highly advanced level was increased as their repertory expanded. Even the 
few written texts that exist urge the imitation of a master performer, rather than reliance 
on a book of exercises.98 Bernard Rainbow even argued that wind players did not know 
how to read written notation, or at least vocal notation, though this is questionable and 
may have varied according to individual musicians and nature of the music performed.99 
  Because so much of this tradition involved the oral communication of ideas, it has 
contributed to a maddening air of secrecy that scholars are still trying to penetrate. The 
intense relationship of student to teacher and the reliance on imitation and memorization 
resulted in techniques that were essentially trade secrets. It can be argued that this secrecy 
                                               
97 Finck, Prattica musica, 5. 
98 Rognoni, trans. Dickey, Passaggi per Potersi, 42. 
99 Agricola, preface to Rudiments of Music by Bernard Rainbow. Keith Polk believes that wind players 
were perfectly capable of reading music, and did so. See Keith Polk, “Flemish Wind Bands in the Late 
Middle Ages: A Study of Improvisatory Instrumental Practices” (PhD Diss, University of California, 
Berkeley, 1968), 77-79. 
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was merely a result of the teaching techniques as described, and in many cases, this 
argument would be correct. However, several sources reveal that pedagogical secrecy 
was not always an accident. Many teachers jealously guarded their knowledge, 
sometimes to the detriment of their own students. Vicentino, for example, infamously 
swore six of his pupils to secrecy for a set period of ten years in 1549, and Bermudo’s 
teacher made him write and catalogue his teaching techniques for safekeeping, an 
experience that deeply rankled the young pupil. Stevenson writes, “From personal 
experience, he [Bermudo] could vouch that such maestros rot with envy of their more 
talented pupils, and always try to hide knowledge from students with retentive 
memories.”100 
 This air of secrecy was also present in the formation of companies and guilds, 
whose existence can be traced back to professional minstrel traditions during the Middle 
Ages.101 Martin Agricola lamented these traditions in his 1539 treatise, The Rudiments of 
Music, in which he castigates wind players for being unwilling to teach their trade to 
those outside of their professional circles, specifically the boys at Agricola’s school: 
Finally, I shall earn very little gratitude indeed from some wind players for this 
merry tale, but I don’t care a whit about it. They say I make art too common; my 
answer is, ‘I have it free from God.’ It is said, ‘Freely you have received, freely 
give it to your neighbor.’ You should seek not your own things, rather those of 
your neighbor at all times. “Also, if anyone wishes to scorn me, he can very well 
try to do things better than I; otherwise, his cause will be false indeed….102 
 
                                               
100 See footnote in Stevenson, Juan Bermudo, I. 
101 For discussions of minstrel insularity, see Christopher Page, “Minstrels in Paris c. 1300: Rules and 
Repertoire,” in The Owl and the Nightingale: Musical Life and Ideas in France, 1100-1300 (London: 
Dent, 1989), 61-63. 
102 Agricola, Rudiments, 93-94. 
  
52 
 
 Daniel Speer also mentions guild secrets as late as 1687, referring to those who 
jealously guarded their arts as “envious dogs in the manger,” and “miserly musicians.” In 
defense of his Grundrichtiger Unterricht der musikalischen Kunst, which includes 
pedagogical instructions for physical technique on wind instruments, Speer berates the 
guild musicians for not sharing their techniques with common people: “Some persons 
who hide or desire to hide information about instrumental technique might wish to scold 
me about my candid revelation, which I present in good conscience from my God-given 
soul.”103 
 It should be noted that this air of secrecy is attached to both string and wind 
instruments; however, it is particularly noticeable for reeds and brass. Shawms, dulcians, 
trumpets, trombones, and cornetti were considered instruments for specialists, and 
instructions for physical technique are noticeably missing from many of the texts that do 
exist.104 Authors throughout the sixteenth and seventeenth centuries such as Sebastian 
Virdung, Aurelio Virgiliano, Martin Agricola, Michael Praetorius, and others include 
drawings of the trombone, and some include basic explanations for how sounds are 
                                               
103 These sentiments are duplicated in the expanded version of this treatise in 1697, which includes the 
addition of consort etudes for trombones. Daniel Speer, Grund-richtiger Unterricht der Musicalischen 
Kunst (Ulm: Christian Balthasar Kuehnen, 1697), 188-189. Translation in Henry Howey, “A 
Comprehensive Performance Project in Trombone Literature with an Essay Consisting of a 
Translation of Daniel Speer’s Vierfaches Musikalisches Kleeblatt (Ulm, 1697)” (DMA diss, 
University of Iowa, 1971), 139-40. 
104 Most reed and brass instrument players in the sixteenth and seventeenth centuries were 
professionals. However, D’Accone brings attention to certain brass instrumentalists at end of the 
fifteenth century who were considered “semi-professionals” – tradesmen or craftsmen who played 
brass instruments to supplement their fifteenth-century equivalent of “day jobs.” These were high 
level players who participated in a competitive freelance scene and performed often for dances, 
dinners, and other occasions put on by the nobility. Frank D’Accone, Music in Renaissance Florence: 
Studies and Documents (Aldershot, Hampshire, Great Britain: Ashgate Publishing, 2006), 262-263. 
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produced on the instrument. Outside of these rudimentary observations, however, most 
authors assume the mantle of ignorance, sometimes even promising to relate trombone 
techniques to students as soon as the author has obtained them himself, as in Agricola: “I 
shall not say much about them [trombones and trumpets] at this time, for I do not yet 
possess the proper fundamentals; but when I obtain them, you will receive them correctly 
from me. Nevertheless, in order not to let this merely pass, I will show pictures of them to 
you.”105 
 This is echoed earlier by Virdung’s non-answer to his initiate Andreas Silvanus in 
the treatise Musica Getuscht (1511). Andreas asks how the trombone is played and 
Virdung completely ignores the question, leading some scholars to postulate that there is 
a page missing from the existing copy.106  
 Even if this is the case, it is curious that instrumental treatises and exercise books 
exist for nearly every instrument — including the cornetto and the trumpet — but not for 
the trombone and the reeds. Indeed, treatises by Girolamo Fantini and Cesare Bendinelli 
for the trumpet, as well as those by Girolamo Dalla Casa and Riccardo Rognoni for the 
cornetto, provide ample exercises and technical explanations for learning instruments that 
were rarely played by amateurs. However, even when the trombone became popular 
enough to participate in roles beyond the civic wind bands — appearing in choirs, soft 
and loud chamber ensembles, composed music dramas, and continuo sections — the 
                                               
105 Agricola, Rudiments, 89. 
106 Virdung, Sebastian and Beth Bullard, Musica getutscht: A Treatise on Musical Instruments (1511) 
by Sebastian Virdung, ed. and trans. Beth Bullard (Cambridge: Cambridge University Press, 1993), 
121-122, note 86. 
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masters of the instrument did not publish their own treatises as their cornetto and trumpet 
colleagues did. With the exception of drawings of the instruments and the usual 
observation that the trombonist changes notes by moving a slide — a rather useless 
description for a potential student — it appears that trombone technique was largely off 
limits for published tutorials. This is even more surprising when one considers the sheer 
quantity of surviving manuals from the sixteenth and seventeenth centuries. My own 
explorations for this collection alone have encompassed primers and manuals for 
keyboards, plucked instruments, vocalists, trumpets, and various string and wind 
instruments. In an era when the production of instrumental tutorials was so popular — 
even for professional instruments — the proportion of trombone writing to other 
instruments was shockingly small. 
 Whether or not this dearth of material can be attributed to a deliberate secrecy by 
guilds and teachers, a strong oral and mnemonic tradition, or a combination of both, it has 
made sixteenth- and seventeenth-century trombone pedagogy immensely difficult to 
interpret. As a result, today’s teachers of historical trombone performance practice must 
glean information from the few written sources that do exist. 
 
Extant Teaching Sources 
The surviving teaching sources from the sixteenth and seventeenth centuries fall mostly 
outside the trombone-specific realm, but their contents are directly connected to the 
educational process of Renaissance wind players, including trombonists. The sources are 
divided into four distinct categories: primers and conservatory texts, theoretical and 
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philosophical treatises, eyewitness accounts of performances, and diminution and 
exercise manuals.  
 When exploring these sources, it is necessary to address the following questions 
and problems: 1) Do they mirror the pedagogical approaches of their authors? 2) What 
are the problems inherent in the sources? 3) Who are the sources intended for? 4) How do 
these sources apply to trombonists? The answers to these questions are not 
straightforward. John Griffith acknowledges this in his essay, “Juan Bermudo, Self-
Instruction, and the Amateur Instrumentalist.” He rightly observers that  
Renaissance self-instruction literature is likely to mirror the real practice of 
master-to-student teaching, but there are many available models and we cannot 
be sure. The absence of adequate documentation of unwritten pedagogical 
practice is thus a severe limitation toward achieving anything like a holistic view 
of past instrumental pedagogy…We can but acknowledge the role of unwritten 
pedagogical practice, even though we cannot resuscitate the voices of the many 
teachers who gave one-to-one instruction or who worked in the numerous 
privately operated music schools in cities and large towns.107  
 
 In other words, even the surviving written sources, by virtue of their variety and 
disparity, may not provide an accurate view of “mainstream” early modern pedagogy. 
How were the written sources used in tandem with unwritten teaching? What valuable 
pedagogical insights are missing from the existing manuals? For example, of the extant 
sources listed above, precious few include technical or mechanical advice for 
instrumentalists of any sort. Many contain errors about the instruments that they do 
include. The confusing and sometimes contradictory language in the more long-winded 
treatises can cause intense frustration for the researcher. The disparity of the sources also 
                                               
107 Griffith, “Juan Bermudo,” 128-29. 
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reflects different schools of teaching between amateurs, professionals, regional areas, and 
social classes. 
 Furthermore, it is difficult to determine what the written sources were intended to 
accomplish. The advent of the sixteenth century brought many changes to continental 
Europe, including the invention of the printing press, which paved the way for the birth 
of a large amateur musician population and what Howard Meyer Brown described as an 
“explosion” of printed music for amateur study.108 Susan Forscher Weiss concurs with 
Brown and Horsely’s descriptions of this large amateur audience, but adds that the 
manuals and primers could also have been used as tools by music teachers for their more 
serious students.109 Indeed, it is hard to ignore the tutorials for trumpeters by Bendinelli 
and Fantini, nor the advanced exercises for cornetto by Dalla Casa, Rognoni, and 
Rognoni Taeggio.110 Were these works truly intended for amateurs? Given the 
professional status of the instruments, it seems unlikely. 
 The written sources also fail to illuminate differences in early modern teaching 
                                               
108 For further discussion, see Imogene Horsely, “Improvised Embellishment in the Performance of 
Renaissance Polyphonic Music,” in Journal of the American Musicological Society 4, no. 1 (1951): 
295. Printed materials may have been published for public consumption by amateurs. Horsely warns 
us that each teacher had his own style, and their resulting tutorials should not be taken in a linear 
fashion. See also Howard Meyer Brown and Louise K. Stein, Music in the Renaissance, 2nd Edition 
(Upper Saddle River, NJ: 1976), 251. 
109 Susan Forscher Weiss, “Vandals, Students, or Scholars? Handwritten Clues in Renaissance Music 
Textbooks,” in Music Education in the Middle Ages and the Renaissance, ed. Russell E. Murray, Jr., 
Susan Forscher Weiss, and Cynthia J. Cyrus (Bloomington: Indiana University Press, 2010): 207-246. 
110 Cesare Bendinelli, Volume di tutta l’arte della trombetta, con nova inventione circa le parole 
messe sotto al sonare da guerra. Original manuscript in Biblioteca della Accademia Filarmonica di 
Verona (I VEaf), 1614; Girolamo Fantini, Modo per Imparare a sonare di Tromba Tanto di Guerro 
Quanto musicalmente in organo con tromba sordina, col cimbalo E con ogn’altro strumento. 
Francoforte: 1638, trans. Edward H. Tarr (Nashville: The Brass Press, 1978); Rognoni, Passaggi per 
potersi; Dalla Casa, Il vero modo; Rognoni Taeggio, Selva di varii. 
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styles between various types of musicians. Did amateurs learn differently from 
professionals? Did wind musicians study differently than vocalists or string players? For 
example, Bernard Rainbow argues on the one hand that “The civic players [in the 
sixteenth century]…were regarded as socially inferior to other classes of musicians and 
were generally formed into companies based on the pattern of medieval guilds. 
Predominantly wind players, their training was largely practical and lacked the theoretical 
rigours of solmisation.”111 This is refuted by D’Accone, who notes that in 1509, Giovanni 
“Piffero,” son of Venetian wind player Maestro Antonio Gregorio, taught singing and 
music fundamentals to students in the cathedral school in Siena who wished to learn. One 
of these students was the palace trumpeter’s son Galgao d’Enea, to whom Giovanni di 
Maestro Antonio had taught “counterpoint and music and shawm and other instruments 
as though he were my own son,” implying that wind musicians, at least in Siena, had 
access to the same fundamentals as their vocal peers.112 Indeed, by the sixteenth century, 
cathedral schools in Italy were admitting wind players.113 
 It is even more difficult to determine how the trombone fit into these methods of 
teaching. The instrument was included in descriptions of musical activities at various 
schools for boys, including the orphanage teaching hospital at Santa Maria della Scala, as 
well as the College of St. Omer in France, where the trombone was described as an 
instrument that required “more lung-power.”114 Was the trombone studied in the same 
                                               
111 Agricola, preface by Rainbow, Rudiments. 
112 D’Accone, The Civic Muse, 574, 576. 
113 Ibid., 566 
114 Colleen Reardon provides tantalizing information on the apprenticeship of young trombonists at 
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way at these schools as it was by the apprentice piffari in Siena and other cities? Can we 
accurately apply the music fundamentals as described in primers and exercise books to 
those of modern student trombonists? 
 Luckily, it appears that we can. Eyewitness accounts of trombonists by writers 
such as Giovanni Maria Artusi, Ercole Bottrigari, and Vincenzo Galilei reveal 
commonalities in what constituted good or — quite often! — bad trombone technique. As 
we will discover in the following chapters, these accounts reveal strong connections 
between the instructions found in printed teaching techniques and general observations of 
good players by early modern writers. This makes it more likely that the printed literature 
indeed echoed oral pedagogies, and that our usage of them to teach historical 
performance to modern trombonists is not in vain. Griffith concurs: “…there is probably 
a certain degree of congruence between oral and print pedagogies, and we can only be 
reassured by the indications given by writers such as Luis Milán who confirm their desire 
to replicate real-life practice in their published manuals.”115   
 These observations are useful for modern trombonists who wish to emulate the 
learning and practice techniques of their sixteenth- and seventeenth-century predecessors, 
though this in itself can be daunting. Music school primers reveal a radically different 
fundamental basis for music education than is used today. Early modern music education 
                                               
the teaching hospital of Santa Maria della Scala. Of particular interest is the account of the trombonist 
and pedagogue Alberto Gregori, whose pupils at the Ospedale de Santa Maria della Scala were 
installed as trombonists in local civic wind bands. Among Gregori’s students was Lorenzo Mini Scala, 
a young trombonist who trained with Gregori and subsequently worked at the church of Santa Maria 
di Provenzano. Lorenzo Mini Scala also doubled as a cornettist and teacher at the Palazzo Publico. 
See Reardon, “Insegniar,” 78. 
115 Griffith, “Juan Bermudo,” 128-29. 
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in cathedral schools, for example, rested on a foundation of singing, modal counterpoint, 
and improvisation. The study of a specific instrument was not introduced until the student 
mastered these fundamentals. As discussed in the previous chapter, students learned the 
art of solmization, the method for keeping a proper tactus with the motion of the hand, 
and the art of transposition at sight. Without a total breakdown and rebuilding of 
elementary music fundamentals — impossible for a modern university trombone student 
— acquiring the instinctive musicality of an early modern trombonist would be difficult 
indeed. 
 Luckily, this process is not required for modern trombonists who wish to learn 
Renaissance or early Baroque performance practice techniques. While the primers were 
indeed intended for a vastly different musical trajectory than we use today, they are 
nevertheless a reliable resource for sixteenth- and seventeenth-century style. The primers 
can help trombonists to re-contextualize Renaissance music within the boundaries of 
historical performance practice, avoiding modern, anachronistic interpretations. This 
contextualization can be further deepened by using trombone-specific sources, 
eyewitness accounts of performances, and the diminution exercises themselves. Together, 
these sources form an important skeleton for sixteenth- and seventeenth-century 
techniques that can be used for all instruments, including the trombone.
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CHAPTER 3 
Trombone-Specific Primary Sources 
 
The first step in the formation of a framework for early modern trombone pedagogy is the 
exploration of trombone-specific sources. These can be broken down into the following 
categories: 1) the function of the trombone in performance, 2) physical technique, 3) 
style, 4) trombone-specific etudes, and 5) iconography, mechanical drawings, and written 
visual descriptions of trombones. Many sources overlap in two or more areas, but I have 
selected and categorized the most pedagogically relevant materials. 
 
Sources for the Function of Trombones in Performance 
Many sources related to function of the trombone refer to its extreme flexibility as a 
result of its chromatic capabilities. Indeed, almost all authors, from Tinctoris to Speer, 
indicate that this is the primary advantage of the trombone, and what sets it apart from 
other instruments. The list of writers extolling this virtue is practically endless, but I will 
provide a few choice examples here: 
The trombone, now, will be able to produce as many pitches as a man wants 
to execute with the embouchure. —Francesco Rognoni-Taeggio116 
 
The Trumpet not being able to answer a flat Key, the Sackbut as I observed 
before is made in such manner that it may be lengthened to supply this defect, 
whereby it will give any Note at the pleasure of him that plays: but when he is 
to Sound an eighth or fifth above, he never lengthens the Instrument, for 
                                               
116 Rognoni Taeggio, trans. Honea, Selva de varri, 15. 
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without any remove of his hand, the Note easily breaks into those higher 
Chords — Francis North117 
 
Concenti may also be formed by entirely stable instruments (Organs, 
Clavicembali and the like) together with instruments entirely alterable, 
Trombones, Ribechini, and human voices. This is because the latter are 
capable, as we have said above, of uniting with any species whatsoever… — 
Ercole Bottrigari118 
 
 It is apparent from these observations that the slide and its resulting chromaticism 
was an invaluable technical advancement in the instrumental world. As North observed in 
his A Philosophical Essay of Musicke, the trombone had the capabilities of the trumpet — 
i.e., the harmonic series based on a fixed fundamental pitch — and the addition of the 
slide, which could fill in the missing notes and be “lengthened to supply [the trumpet’s] 
defect.” Indeed, not only could the trombone play “as many pitches as a man wants to 
execute with the embouchure,” it was also “alterable,” without fixed frets, keys, or holes. 
This important distinction meant that the trombone could not only play every conceivable 
note — it could also play all of those notes with the correct tuning and temperament!  
 We can find more evidence of this in the polemics of the theorists Zarlino, 
Zacconi, Artusi, and Vicentino.119 In his “Discussion of the Defects of the Lute, the 
bowed Viol, and Other Instruments with Similar Divisions,” Vicentino laments the poor 
intonation of instruments with fixed frets and holes. But, he writes, “Among the wind 
                                               
117 Frances North, “A Philosophical Essay of Music Directed to a Friend,” In Lectiones Cutlerianae, 
collected by Robert Hooke (London: Printed for John Martyn, Printer to the Royal Society; at the Bell 
in Saint Paul’s Church-Yard, 1677), 7. 
118 Bottrigari, Il desiderio, 22. 
119 David Guion provides a comparison of the use of trombone as an “alterable” instrument by 
sixteenth- and seventeenth-century writers in History of the Trombone, 46-50. 
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instruments, the trombone is wonderful when it is carefully played.”120 This praise for 
“carefully played” trombones is implied as early as Tinctoris: “However for the lowest 
contratenor parts, and often for any contratenor part, to the shawm players one adds brass 
players who play, very harmoniously, upon the kind of tuba which is called, as was said 
above, trompone in Italy and sacque-boute in France.”121 
 This ability to play “harmoniously” — another word for “in tune” — made the 
instrument a highly desirable addition to almost every ensemble from the alta bands of 
Tinctoris’s generation to the broken consorts of the seventeenth-century Habsburg 
courts.122 The trombone became an essential supplement to choirs, bolstering or even 
replacing voices as needed.123 It was a frequent alternative to fixed-pitch instruments in 
sacred and secular music. It also served as a continuo instrument according to Agostino 
Agazzari, who included it in his rather pompously titled treatise, Playing Upon the Bass 
with all Instruments and On Their Use in the Ensemble by the Very Famous (1607): 
“And sometimes the trombone is used in small ensembles as double-bass, together with 
small four foot organs. This might be because the trombone is well played and sounds 
good–and this is common sense–since alone, these instruments can be played excellently 
                                               
120 Vicentino, Ancient Music, 443. 
121 Anthony Baines, “Fifteenth-Century Instruments in Tinctoris’s De Inventione Et Usu Musicae,” 
The Galpin Society Journal 3 (1950): 21. 
122 The word harmonious as it was used in Tinctoris’s treatise likely referred to pure consonances 
resulting from just intonation. See Wegman, “Sense and Sensibility,” 298. 
123 D’Accone, The Civic Muse, 351; see also Andrew Parrott, “A Brief Anatomy of Choirs,” in 
Composers’ Intentions? Lost Traditions of Musical Performance (Woodbridge, UK: Boydell and 
Brewer, 2015), 31. 
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by a masterly hand, or it might be in order to improve an ensemble.”124 
 Indeed, the instrument was so ubiquitous that it appeared in ceremonies, 
celebrations, and events in every class and caste. Thoinot Arbeau’s dance treatise 
famously states that even “The meanest workman must have hautboys and sackbuts at his 
wedding, when many kinds of recreative dances are performed.”125 Bottrigari confirms 
the trombone’s importance in sacred music: “Those instruments [trombones and cornetti] 
are nearly always used doubled in the music which they play ordinarily on all the Feast 
days of the year.”126 Praetorius wrote that the trombone became “the wind instrument par 
excellence in concerted music of any kind,” and devoted many pages to the types of 
sackbuts, how they were built, and their roles in concerted music.127 These accounts 
merely skim the surface of a vast list of records referring to the appearance of trombones 
at nearly every musical function in early modern Europe. It is impossible to list them all 
here, so I refer the reader to Stewart Carter’s volume The Trombone in the Renaissance 
for the most complete catalog of these events.128 
 That said, it is necessary to emphasize the particular importance of Praetorius’s 
writings among other accounts of trombone function. These writings, contained in 
                                               
124 Agazzari, Del Sonare Sopra’l Basso Con Tutti Li Stromenti E Dell’ Uso Loro Nel Conserto, ed. 
Bernhard Lang, trans. Aidan O’Donnel, accessed March 31, 2018 < http://www.bassus-
generalis.org/agazzari/agazzari.html >, 6. 
125 Thoinot Arbeau, Orchesographie, trans. C.W. Beaumont, 50. 
126 Bottrigari, Il desiderio, 60. 
127 Michael Praetorius, Die Organographia, 43-44. 
128 See Carter, Trombone in the Renaissance. This volume contains a chronological listing of 
organological and iconographical sources. Carter has also provided photographs of drawings, 
paintings, diagrams, and extant trombones throughout the book. 
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Syntagma Musicum as well as his Polyhymnia collections, contain the most detail about 
the function of trombones in concerted music. His texts are invaluable for the modern 
trombonist seeking to find ways of integrating early repertoire into mainstream literature, 
and his suggestions for orchestration, particularly the instrument’s ability to combine 
with choirs, cornettos, reeds, and strings, provide insight into the desired timbre and style 
for the early trombonist. 
 Praetorius also provides a range chart in Syntagma Musicum II that indicates the 
capabilities of all trombones in a consort. Interestingly, this chart is placed underneath a 
nearly identical drawing of ranges for the human voice, likely for the purpose of 
matching each voice type to its corresponding trombone (i.e. alto, tenor, bass, etc). 
However, his description of trombones does not contain much pedagogical information 
related to transmission of technique; for instance, he does not explain exactly how 
trombonists can physically change between low and high ranges, though he does note that 
it takes “assiduous practice.”129 
 The sources related to the function of trombones in the sixteenth and seventeenth 
centuries can be helpful for contextualization of the instrument by modern students and 
teachers. Armed with the knowledge of the trombone’s multifunctional use, as well as its 
popularity as a virtuoso solo, continuo, consort, and colla parte instrument, teachers and 
students will make the first step in filling the two-hundred-year pedagogical gap that is 
inherent in most university programs today. 
 
                                               
129 Praetorius, Die Organographia, 43-44. 
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Sources Describing Trombone Physical Technique 
As previously acknowledged, there are few primary source instructions describing 
physical technique. Most extant texts are not written by trombonists, so it is difficult to 
judge their accuracy. However, we can better understand the physical technique of early 
modern trombonists by combining eyewitness accounts and treatises of sixteenth- and 
seventeenth-century musicians such as Virgiliano, Praetorius, Mersenne, North, and 
Speer. It is even useful to turn to scientific and medical reports associated with brass 
instruments, some of which contain interesting conjectures about air volume and breath 
support. 
 Virgiliano’s diminution treatise of 1600, Il Dolcimelo, is the earliest known 
instruction for trombone technique that can also be used as a pedagogical tool. As with 
most trombone-related texts and illustrations the seventeenth century, it asks more 
questions than it answers. The most important page for trombonists is the remarkably 
accurate illustration of trombones with their associated slide positions according to the 
Gamut (Fig. 3.1).130 
  
                                               
130 The observer will note the diatonic slide positions – four positions as opposed to the seven-
position, equal-tempered system in use on trombones today. 
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Fig. 3.1: Trombone illustration and slide chart from Il Dolcimelo. Virgiliano, 1600. 
 
 Virgiliano and others provide few clues to physical technique beyond slide 
positions. Agricola, for example, rather opaquely notes that the trombone “just [has] one 
[hole] on the top and one at the bottom, through which the melody is produced solely and 
completely by blowing and drawing [a slide].”131  
 Other writers note that simply moving a slide is not enough to produce an 
adequate sound; the embouchure and airstream must also be manipulated. Praetorius 
observes that “A skilled player can play at will in all sorts of keys through tones and 
semitones, and can go beyond the compass in either direction; not only by inserting and 
extracting the crook (called cromette) and the other extension-piece (polette), but also by 
practiced control of embouchure and wind-pressure, without using the slide at all.”132 
 Francis North elaborates: “In a Sackbut the Lips of a Man do the same office as a 
Quill does in a Shaume or Hautboys; when the included Air is lengthned [sic], the Tone 
                                               
131 Agricola, Rudiments, 89. 
132 Praetorius, Die Organographie, 35. 
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varies: nevertheless they can produce several Notes that are in Chord to the Tone of the 
Instrument, by strengthening the blast without lengthning the cavity.”133 
 Sir Thomas Elyot, writing in what Herbert calls a “pseudo-scientific medical 
tract,” can even give us further clues as to the method of supporting the airstream. His 
suggestion for easing ailments of the lower body actually involved the playing of shawms 
and trombones: “the entrayles which be undernethe the myddreffe, be exercised by 
blowynge, eyther by constraynte, or playenge on the Shaulmes, or Sackbottes, or other 
lyke instruments whyche doo require moche wynde.”134  
 While this is an amusingly impractical method by today’s standards for the relief 
of “myddreffe” ailments, it does provide an idea of the air volume and amount of support 
necessary to adequately make sounds on a trombone. The references to “control of 
embouchure,” “wind pressure,” “much wynde,” and air being “lengthned” and 
“strengthned,” correlate with today’s basic physical techniques on the modern trombone. 
Beginning trombone players must learn to manipulate the aperture of the embouchure in 
tandem with the volume and control of the airstream to produce different harmonics and 
pitches on the instrument. 
                                               
133 North, “Philosophical,” 15. 
134 Sir Thomas Elyot, The Castel of Helth, Book II, quoted in Herbert, Trombone, 77. Carter has also 
unearthed a rather amusing counterpoint to this passage, which can be found in Alessandro 
Piccolomini’s Della Institutione Morale Libri XII (Venice: Giordan Zileti, 1560), Book IV, Chapter 
XIII, “Della musica, che nasce dal concerto de gli instrumenti.” Piccolimini writes, “I say that these 
vile and vulgar instruments [of our times], such as Trombe, Piffari, Sordine, Cornamuse, Cornetti, 
Flauti, Tromboni, and similar instruments distort basely some part of the body, and are unsuitable for 
any good purpose. The blowing, the force of breath, and any other servile act that aggravates or forces 
the breath, makes the countenance brutish and disgusting. And as one becomes exhausted and 
breathless, this enfeebles a person. And what is worse, as it perturbs and excites the spirits, it renders a 
man less disposed to moderation of dress. Thus Aristotle in his Politics censures such instruments, not 
without reason, and I also condemn them.” Carter, Trombone, 158. 
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 Mersenne’s sections on instruments with cup-shaped mouthpieces in his 
Harmonie Universelle provide more detail about the above techniques. He first 
acknowledges the same thing we must acknowledge today as musicians and teachers, that 
“it is almost impossible to make it understood perfectly enough through discourse alone 
as a lot of difficulty is found in experience. This always occurs in the arts which consists 
of action and movement, and which seem to have practice as their goal and their 
perfection.” Nevertheless, Mersenne’s careful observations of trombone technique and 
his comparisons of the resulting sound to that of other instruments are invaluable for the 
teacher of early trombone performance practice. 
 Mersenne first observes an important distinction in the embouchure set of playing 
low notes as opposed to high notes: low notes can be played with a loose and flexible 
embouchure, with very little mouthpiece pressure, while high notes require more pressure 
and a faster stream of air: “But it should be noted that it is not even necessary to touch the 
mouthpiece, when one wishes to descend very low, and that it is necessary to press the 
lips as hard as can be done to increase the wind when one wishes to rise to the 
highest.”135 
 Mersenne goes on to explain that this is consistent in all instruments with cup-
shaped mouthpieces, along with the ability to play with a high level of speed and 
virtuosity: “Those who use this instrument [trombone] can easily experiment whether it 
rises as high as the trumpet…those who use it well perform diminutions of sixteen notes 
                                               
135 Mersenne, Harmonie Universelle, 342. 
 
  
69 
 
to the measure. This occurs similarly with the trumpet and all other wind instruments.”136  
 The modern brass player may find these observations rather primitive, and it is 
important to remember that Mersenne was not a trombonist; he was merely making 
observations about the trombonists he heard and watched. However, his comments do 
lend insight into the vocal aesthetic as applied to the trombone, linking his observations 
of physical sound production to trombone aesthetics and artistry. Indeed, Mersenne goes 
on to make a distinction between the sound of the trombone and that of other instruments: 
the trombonist must use these physical techniques to produce a beautiful, vocal timbre: 
“But if another method is not used to sound the sackbut than to sound the trumpet, it 
imitates the tones of the said trumpet. This is deemed vicious and unsuited for 
concerts.”137 
 The importance of this distinction for early trombone pedagogy cannot be 
overstated. While the physical technique for producing sounds is similar among all brass 
instruments, the trombone specifically must use “another method” to avoid a brash, 
vicious sound. The trombonist must coordinate his embouchure, slide movements, and 
volume of air in such a way as to produce a beautiful, vocal sound, suitable for concerts. 
 It was not until 1687 that an explicit “how-to” method was published for 
trombone physical technique. While basic in nature, Daniel Speer’s Grund-richtiger 
Unterricht der Musicalischen Kunst is revolutionary because it is clearly meant to be 
instructional, rather than observational. Howey notes that its authenticity as a pedagogical 
                                               
136 Ibid., 343. 
137 Ibid. 
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source for wind players is particularly underscored by Speer’s background as a 
Stadtpfeiffer.138 This means that it is even possible that Speer played the trombone 
himself. The treatise, which was expanded in 1697, contains teaching techniques, 
mechanical descriptions of trombones, and even a few practice exercises to demonstrate 
the capabilities and style of the instrument. For this reason, Speer’s treatise can fit into 
multiple categories within the extant trombone-specific sources. While relatively basic 
compared to modern trombone etude books, it is the most comprehensive trombone-
specific teaching source that exists before the 18th century. 
 Speer’s treatise begins by asking the questions addressed in the treatises of 
Virdung and Agricola: 
“How is a trombone generally played? 
“A trombone is played by blowing and moving the slide. 
“How many positions has a trombone? 
“The trombone has three main positions, though a few more should be 
added…”139 
 
 Speer goes on to describe the mechanics of the alto, tenor, and bass trombones, 
including slide positions and the harmonic series. He also includes instructions for how a 
                                               
138 Howey, “Comprehensive,” 17. 
139 Speer, Grund-richtiger, 221; trans. Howey, “Comprehensive,” 174. Speer describes “three main 
positions,” used for both alto and bass trombones. This creates a discrepancy with other descriptions 
of four diatonic trombone positions, including his own. Further reading reveals that Speer’s tenor 
trombone does in fact have four positions, just as Virgiliano’s drawings show nearly a hundred years 
prior, but the fourth position is for “playing the bass part,” and is “almost as far as one’s arm can be 
extended.” Speer opines that trombonists would be better off using more positions, which foreshadows 
the evolution of the seven-position system in use today. Interesting parallels could be drawn with the 
evolution of tuning systems designed to compensate for chromaticisms in later Baroque music. While 
trombones, with their alterable slides, had no need for organological changes, it is likely that Speer’s 
desire for a more precise position system reflects the need for more chromatic specificity in all 
instruments. See Speer, Grund-richtiger, 222-224. 
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player should hold the instrument, not seen in previous treatises: “The entire trombone is 
held with the left hand, a useful technique which a teacher will surely show his student. 
However, the slide is gripped between the fingers of the right hand.”140 
 Speer also includes specific details about intonation on the trombone by 
explaining how to move the slide to achieve in-tune chromaticisms, or “semitones”: “The 
hard, sharp-notated semitones are played two transverse fingers higher than their natural 
pitch; but the lower semitones, notated with a flat, must be played two transverse fingers 
lower.”141 
 Detailed technical instructions for breathing, embouchure, trills, and dynamics 
follow, confirming the accuracy of Mersenne’s observations. Speer writes, “As 
mentioned with the trumpets, trills are made with the chin. Some slur the trombone’s 
sound with the breath, but it comes out better and livelier when it is cleanly articulated 
with the tongue. Control in loud and soft [playing] is made with the breath, as in all wind 
instruments.”142 
 Speer also argues that the trombone can be learned at a young age because of the 
relative ease of producing the adequate airstream. This is a very interesting observation; 
Speer’s treatise was constructed partially as an argument for the teaching of wind 
instruments in schools. The observation that the trombone could be adopted as a child is a 
fascinating insight into Renaissance and Baroque wind pedagogy, implying the 
                                               
140 Ibid., 222; trans. Howey, “Comprehensive,” 174.  
141 Ibid. 
142 Ibid., 223, trans. Howey, “Comprehensive,” 176. 
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possibility that trombonists learned basic techniques at a very young age, developing 
style and virtuosity over a period of many years: “It [the trombone] can be learned quite 
soundly by a boy eight, nine, or ten years old, because he has enough physical strength to 
play a tenor trombone — especially on a bass part, as this requires only a normal amount 
of air.”143 Finally, Speer includes etudes for consorts of trombones reflecting their style 
and, presumably, their capabilities. An analysis of these exercises is described in the 
fourth source category, trombone-specific etudes. 
 The above sources form a rudimentary outline about trombone fundamentals in 
the sixteenth and seventeenth century. They differ very little from modern trombone 
fundamentals. To summarize, early trombonists needed to be trained by their teachers in 
the following physical techniques: 
1.   Controlled volume, speed, production, and support of the air stream 
2.   The development of a good sound - in this case, a vocal timbre 
3.   The movement between registers using a tight or relaxed embouchure and a 
fast or slow stream of air 
4.   Clean, coordinated articulation (avoidance of “natural” slurs) 
5.   Dynamic variation in relation to air quantity 
6.   Accurate slide position to produce “harmonious” intonation 
7.   Repetition, imitation, and practice of numbers 1-6 to achieve agility, 
virtuosity, and grace 
 
 The above techniques will not be particularly revolutionary to modern trombone 
teachers or students. This is a comforting thing: the fundamentals of trombone playing 
have not changed since the instrument’s inception. This means that the integration of 
earlier repertoire need not interfere with modern trombone technique, and the priority 
may be firmly placed on period-accurate musicality and style. Indeed, with practice, the 
                                               
143 Ibid., 223; 177. 
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modern trombone student will be able to perform the diminutions as brilliantly as the 
famous virtuoso player Erhardus Borusses, according to Praetorius: 
Some players, however—among them, the famous Munich virtuoso—have 
taken this instrument [the trombone] to even greater lengths by assiduous 
practice. They can play without discomfort from bottom D to top C, D, or E in 
the soprano register. In fact, I myself have heard in Dresden the player 
Erhardus Borussus, who is supposed to be living in Poland now: he could take 
this instrument almost as high as a cornett (reaching the top g sol re ut) and as 
low as a quart-posaun, down to A. He was capable of the fast coloratura 
divisions that are played on a viola bastarda or a cornett.”144 
 
Sources Describing Trombone Style 
The most important primary trombone-specific sources for non-physical technique are 
performance accounts of famous trombonists. I have already provided accounts of many 
of these trombonists in Chapter One to highlight their vocal playing styles. In addition to 
the aforementioned players, Tiberio Rivolti deserves special mention. Famed for his 
virtuosity on the trombone, Rivolti doubled on the cornetto, an instrument at which he 
also excelled. Rivolti’s career is illuminating for modern trombonists. A composer and 
singer, Rivolti held high-ranking posts at the palace in Siena and the Habsburg court. 
While Rivolti is mentioned frequently in historical accounts of Italian trombonists – 
possibly because of several disciplinary issues throughout his career – he is not unique 
among Italian trombonists from this time period. His high salary reflects that of other 
trombonists in Italy, highlighting the importance of trombones in Renaissance music 
performance and the standard of excellence to which specialists were held. Rivolti’s 
doubling practices were also common among Italian trombonists, underlining the strong 
                                               
144 Praetorius, Die Organographia, 43. 
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stylistic parallels between the cornetto, voice, and trombone.145 
Scipione Cerreto also names four brothers who were excellent players “di 
tromboni, di Ciaramelle, e Cornetti, della Città di Napoli,” though he doesn’t specify 
which instrument each brother played, nor if they were doublers.146 His description of 
their playing – particularly of the trombonist(s) who, according to Cerreto, must play just 
like the cornettists – is highly revealing. It melds what he perceives as difficult physical 
technique with vocal style: 
…among all the other instruments of the wind, the Cornetto and Trombone 
are more perfect, for they are more like the human voice, and because it is 
extremely difficult to play them, such that the good and perfect player of the 
Cornetto needs to have good knowledge of the art of counterpoint, so that he 
can make varied passaggi at his ease, even more so for improvisation, and to 
play this instrument with precision, that needs at times to be sweet, yet at 
times full-bodied or noisy, according to the requirements of places where 
there is playing and singing of harmonies in more voices. No less the player of 
the Trombone needs to know how to make counterpoint and still be excellent 
in this trade, and that they use skill in the playing of the Trombone, for it does 
not have need of holes, nor of keys in certain places; [the slide] being placed 
at the discretion and guidance of the expert Trombonist, with the increase and 
decrease of the length of the tube can play every species of 
harmony…Because of the excellence of the sound, and the difficulty it takes 
to play them, I have placed the players of Cornetto and of Trombone in the 
tenth grade of our Tree…147 
 
 Cerreto’s description of cornetto and trombone players is particularly important 
                                               
145 D’Accone, The Civic Muse, 595-596, 626. See also 795-796 for payment records, leaves of 
absence, and disciplinary actions, including several jail sentences for flouting outside work 
regulations, writing “scandalous words” on the wall (“parole di scandolo”), lying to a colleague, and 
other offenses. 
146 Scipione Cerreto, Della Prattica Musicale, Et Strumentale (Bibliotheca Musica Bononiensis, 
Sezione; II, no. 30, Bologna: Forni, 1969), 158. The names of the brothers were Francesco, Tarquinio, 
Gioanni [sic], and Bartolomeo. 
147 Cerreto, Dell’Arbore Musicale (1608), 40-41.  
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because it contains buried information about how to play in consort with singers. He 
reiterates the opinions of other writers – that trombonists must play vocally – but he also 
differentiates between the playing styles that must be used in larger spaces with many 
voices, and the gentler playing used for smaller venues. Trombonists, like cornettists, 
must play with a louder and more brilliant sound when accompanying large choruses in 
cavernous halls. They must also be versed in improvisation and counterpoint, possessing 
the technical capabilities to make beautiful passaggi. It is also necessary once again to 
mention the famous nuns of San Vito. Artusi provides a report of a concert in given in 
1598 in honor of cousins Margaret of Austria and Archduke Albert, where he heard 
“cornetts, trombones, violins, viola bastarda, double harps, lutes, cornamuse, flutes, 
harpsichords, and voices all at the same time,” performed with “so much gentleness and 
sweetness of Harmony, that it was truly as if Mount Parnaso and Paradise had 
opened...”148  
 Passages such as this abound through the sixteenth and seventeenth centuries. 
One of the earliest comes from Zeffi’s description of trombones in a 1507 Strozzi play, 
Commedia in versi, premiered in the sala grande of the Medici Palace. It is useful to 
compare and contrast the perception of the trombone consort with the other instruments 
used in the play: 
                                               
148 [Sua Maestà] arrivata al luoco determinato e solito per il Concerto, essendo ogni cosa quieta, 
s’udirno con tanta soavità, e dolcezza d’Harmonia, Cornetti, Tromboni, Violini, Viole bastarde, Arpe 
doppie, Lauti, Cornamuse, [-f.2r-] Flauti, Clavacembali, e voci in un tempo istesso, che propriamente 
ivi parea, che fosse il Monte di Parnaso, e’l Paradiso istesso aperto; et non cosa humana. Giovanni 
Maria Artusi, L’Artusi, overo delle imperfettioni della moderna musica ragionamenti dui (Venice: 
Giacomo Vincenti, 1600), f.1-2. 
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And then, after having provided various places for the different instruments, he 
divided them in this manner: before the comedy were heard the loud sounds of the 
trombe, cornamuse and piffari, which aroused the emotions of the listeners; in the 
second act there appeared three richly dressed moors with three liuti, the sound of 
which, in the silence, sweetly charmed everyone present; in the third act sopranos, 
raising the voices according to the action on stage, sang to four violini; in the 
noisy scene of the fourth [act] he used the most shrill strumenti di penna; the 
music for the last [act] was played by four tromboni, their voices modulating 
artfully and sweetly. This music has since been imitated many times, but at that 
time it had never been used [in plays], nor perhaps even considered…”149 
 
Zeffi’s descriptions of “sweet,” and “artful” trombones are illuminating, but the most 
famous account of trombone performance practice comes from a letter written by Luigi 
Zenobi: 
The players of the trombone are judged by their correct intonation, by their soft 
tone, by their avoiding a mooing sound, and by their imitation of the human voice 
in the bass range, like the cornett in the high range, by their ability to play 
semitones and in transposition when necessary…by their grace, by the imitation 
of a boy’s voice, in the choiceness and variety of diminutions, in the graceful 
manner of holding the instrument, in not contorting the body while playing, and in 
many other things.150 
 
Zenobi’s observations are countered by Galilei, one of the only early modern writers 
known to hate the sound of the cornetto and trombone! However, even his criticisms 
reveal a preference for sweet, vocal sounds by instruments: 
The cornets and trombones were invented and introduced into musical concerts 
rather through the need for sopranos and basses, or let us say in order to provide 
more substance and noise in these concerts, or else for both reasons, than because 
of some good, necessary effect which they make there. In order to prove that this 
is true, observe that these instruments are not ordinarily heard elsewhere except 
where it is necessary for such voices….They will indeed be heard many times in 
masquerades, in the theaters, upon the balconies of the public squares for the 
satisfaction of the plebeians and common people, and, against every propriety, in 
choruses and in organ lofts of sacred temples for the solemn feasts…Such 
                                               
149 D’Accone, Florence, 53. 
150 Blackburn and Lowinsky, “Luigi Zenobi,” 103. 
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instruments as these are never heard in the private chambers of judicious 
gentlemen, lords, and princes where those who indeed possess refined judgment, 
taste, and hearing reside, because they are totally banished from these 
chambers…Since the trombone possesses a sound quite similar to the bellowing 
of bulls—in order not to say buffaloes—and since it is consequently formidable, it 
would be very appropriate in forests in order to chase the wild beasts from their 
homes and lairs and frighten them like Astolfo Galigorante used to frighten them 
with the horn.151 
 
 Indeed, even Galilei’s harsh words reveal the preferred style of the instrument. 
Players should avoid a loud, brassy sound – the “bellowing of bulls.” Galilei’s 
commentary contrasts so heavily with other eyewitness acounts of trombones that it can 
perhaps be taken with a grain of salt. His words can nevertheless be used as implications 
for the frequency of the trombone’s use, and as a supplication to avoid unrefined, brash 
playing. 
 These records provide enormous insight into the stylistic qualities of early 
modern trombone players. According to Zenobi, Artusi, and Bottrigari, the best 
trombonists were virtuosic performers such as Erhardus Borussus of Dresden, Fileno 
Cornazzani, Lorenzo da Lucca, Bartolomeo [last name], Zaccheria da Bologna, and the 
great Tiberio Rivolti of Siena, who could play challenging music with grace, ease, and 
beauty — in other words, with the vocal-instrumental ideal as described in Chapter One. 
 
                                               
151 Vincenzo Galilei, Dialogue on Ancient and Modern Music, trans. Claude V. Palisca (Music Theory 
Translation Series, New Haven: Yale University Press, 2003), 874-880. 
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Trombone-Specific Etudes Before 1700 
Perhaps the most important sources for early modern trombone pedagogy are trombone-
specific compositions. As demonstrated by the function-related sources above, the 
trombone played in all musical venues, and as such, there is a significant supply of 
surviving music for trombone players which is still being discovered today. We can get 
an idea of what trombonists played by exploring this music, which spans from easy 
contratenor cantus firmus lines in alta and polyphonic repertoire, to the ornate, virtuosic 
chamber music of the mid-seventeenth century. However, when it comes to trombone-
specific compositions intended specifically for teaching and practice purposes, we come 
up nearly empty-handed. There are no surviving etudes specifically written for trombone 
practice before 1700 — with two exceptions. 
 The first of these is the famous and extremely challenging “Susana D’Orlando,” 
based on the popular chanson “Susanne un jour,” by Lassus. “Susana” was written as a 
diminution exercise by Rognoni Taeggio in 1620 for “violone over trombone alla 
bastarda.” The exercise is the only one of its kind written for the trombone, but the 
nature of the composition, as well as its placement in the diminution exercise literature, 
reveals much about the technical and stylistic capabilities of trombonists. 
 “Susana” is located in Book II of Rognoni Taeggio’s diminution manual, Selva di 
varii Passaggi (Fig. 3.2). An exploration of this volume reveals pages of ornamentation 
studies for practice, which proceed fully-composed etudes for various instruments that 
incorporate the diminutions. The etudes are written for various solo instruments such as 
the cornetto and the viola da gamba. Some of them, such as “Susana,” are untexted, 
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assuming the player’s prior knowledge of the chanson. Some are texted, leaving the 
option open for vocal diminutions or doublings between voice and solo instruments. 
 The technical and stylistic demands of “Susana” for the trombone are similar to 
those of the other specified solo instruments in the manual. The range spans multiple 
octaves, reaching the extremes of the instrument; the ornamentation is elaborate and 
virtuosic; and the strings of passaggi — which align perfectly with the text of the original 
chanson — require extreme control of the air supply and careful planning of breathing 
spots, precise and varied articulation, and fast slide movement.
 
Fig. 3.2: “Susana d’Orlando,” Rognoni Taeggio, Selva di varii Passaggi, Libro 
Secondo  
 It is important to note that “Susana,” like the rest of the diminution studies, was 
intended for practice and may not reflect the ornamentation used in actual performance. 
However, Rognoni Taeggio’s composition, for all its virtuosity, is nevertheless perfectly 
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idiomatic for the instrument: its dispersion of passaggi, long notes, and rests allows a 
practiced trombonist time to breathe; the slide positions align nicely and contain very few 
awkward leaps and slide lunges; and the range, while wide, does not create the need for 
false tones or other extended techniques. In short, Rognoni must have been intimately 
familiar with the capabilities of seventeenth-century trombone players and the mechanics 
of the instrument itself. 
 If Griffith and Forscher are correct, and the existing exercise manuals reflect the 
teaching practices of their predecessors, “Susana” is the most important piece of 
information about Renaissance trombone pedagogy that we have today. Its inclusion in a 
diminution manual gives us information about the technical capabilities of trombonists. 
Its placement after multiple pages of ornamentation drills seem to foreshadow the 
exercise drills in the modern-day method by Jean Baptiste Arban, whose “Characteristic 
Studies” in the back of his manual are also culminations of drills that slowly layer various 
aspects of a player’s fundamentals until the player is advanced enough to tackle difficult 
repertoire. This gives us a true idea of what advanced study by serious early modern 
trombonists would have looked like. 
 The only other significant trombone-specific etudes are located in Speer’s 1697 
expansion of Grund-richtiger Unterricht der Musicalischen Kunst. The etudes are scored 
for consorts of three trombones: alto, tenor, and bass. Speer specifies that the exercises 
show how “the trombone’s style is perceived and illustrated.”152 Musically, the etudes 
already reflect the shrinking note values and measure lengths inherent in the Baroque 
                                               
152 Speer, Grund-richtiger,” 224-231; trans. Howey, “Comprehensive,” 206. 
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period. Unlike Rognoni Taeggio’s chanson-based diminutions, Speer’s exercises are in 
binary form and have a harmonic, rather than melodic, structure. They retain an echo of 
the virtuosity of Renaissance exercises, but the faster notes are more structural than 
ornamental, serving as pathways for movement between harmonic events. 
Fig. 3.3: The first page of Speer’s “Sonata,” for three trombones in Grund-richtiger 
Unterricht der Musicalischen Kunst. 153  
 
 
                                               
153 Speer, Grund-richter,” accessed 3/28/18 
<http://ks.petruccimusiclibrary.org/files/imglnks/usimg/9/92/IMSLP490279-PMLP591518-
speer_grund-richtiger_unterricht.pdf>, 225. 
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 Speer’s trombone exercises are most useful for determining the capabilities of 
trombonists at the end of the seventeenth century when played in consort. For 
pedagogical purposes, the implications of each part and its comparison to other exercises 
in the treatise, such as those for violin and keyboard, indicate that trombonists were still 
taught to play at the same technical level as other instruments, just as they were in 
Rognoni Taeggio’s time. Because Speer also devotes a large portion of his treatise to 
explanations of tempo, proportions, and tactus, the exercises could be used as a tool for 
learning and internalizing these principles. 
 Stylistically, Speer’s claim that the exercises represent the perception of 
trombone style in the late seventeenth century is fraught with problems. This is because 
the trombone, while going out of style as a virtuoso instrument, was still valued enough 
for its flexibility to be used in choirs, civic bands, and chamber ensembles. Speer himself 
includes trombones, cornetts, and dulcians as members of a choir, while simultaneously 
explaining that instrumental music is written differently from vocal music.154 Indeed, the 
trombone would continue to be used as a colla parte instrument well into the early 
nineteenth century.155 Speer’s exercises also do not reflect the virtuosity of concerted 
trombone music in the mid-to-late seventeenth century. Composers such as Bertali, 
Weckmann, Schmelzer, and Biber are representative of many other composers who wrote 
technically taxing trombone parts in both instrumental and choral settings. Although 
some scholars have argued that the etudes in Grundrichtiger require technical dexterity, it 
                                               
154 Speer, Grund-richtger, 1, 288; trans. Howey, “Comprehensive,” 5, 244-245. 
155 See Handel, Israel in Egypt; Michael Haydn, Requiem; Wolfgang Amadeus Mozart, Requiem; and 
Ludwig van Beethoven, Missa Solemnis for later examples of colla parte trombone writing. 
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is more likely that they were intended as a representation of the minimum technique 
expected of those Stadtpfeiferen who studied and played the instrument. The etudes, in 
that case, would have been used as basic technical exercises to hone slide position, 
coordination, articulation, and consort playing. 
 
Iconography and Mechanical Descriptions of Trombones 
Iconography and mechanical descriptions of trombones are important resources for 
modern trombonists seeking to explore early pedagogy. The instrument has barely 
changed since its inception, so much can be gained from exploring early diagrams of the 
instrument, as well as its appearances in early modern art. However, it is important to 
note that Renaissance trombone iconography is a disappointingly unreliable source for 
providing absolute answers about early pedagogy and technique. While pictures of 
trombones are frequent, their nature has provoked seemingly endless arguments among 
early brass scholars about hand position, embouchure, and air production. Artist 
renderings of trombonists and their instruments are not consistent, which can lead to all 
sorts of confusion, particularly the conflation of artistic accuracy with the reality of 
instrumental practice.  
 A brief but telling example of this inconsistency is illustrated by the pattern of 
puffed cheeks in paintings of trombone players in the sixteenth and seventeenth centuries. 
This pattern could suggest that early trombonists played with puffed cheeks, which would 
drastically effect the pedagogy of physical technique and the resulting sound. Indeed, this 
would align with Mersenne’s observation of a loose and flexible embouchure for the 
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production of low notes. However, there are obvious problems with this theory. First, it is 
unlikely that every trombone player in every painting was playing low notes – this 
assumption would ignore the possibility of puffed cheeks as an artistic indicator of 
stopped-action sound production. Second, writers including Speer vehemently argued 
against puffed cheeks in brass playing, going so far as to advocate that a teacher “breaks 
this habit in his students by boxing their ears”!156 It is clear from this conflicting 
information that we cannot attain a full picture of historical performance practice from 
drawings. 
 Scholars such as Stewart Carter, Keith Polk, Will Kimball, and many others have 
done exhaustive studies on trombone iconography and organology.157 Some of this 
research has been utilized and adopted by period trombonists wishing to use the correct 
equipment to achieve a historically informed sound. Organological observations such as 
crook usage, bell shape, and mouthpiece structure can even be useful to modern 
trombonists. Linda Pearse correctly asserts that “an understanding of the baroque 
trombone’s function is key to an understanding of its design, which in turn is key to the 
successful performance of early music.”158 This is because the physicality of early 
trombones — the conical bell, flat mouthpiece rim, and small bore size — was built 
                                               
156 Speer, Grund-richtiger, 218; Howey, “Comprehensive,” 167-168. 
157 See exhaustive iconological studies in Carter, Trombone. For iconography of slide trumpets and 
trombones, see Keith Polk, “The Trombone, the Slide Trumpet, and the Ensemble Tradition of the 
Early Renaissance,” Early Music 17 no. 3 (Aug. 1989): 389-397. Will Kimball’s “Trombone History 
Timeline” contains an ever-expanding collection of drawings, paintings, and sculptures that include 
the trombone. < http://kimballtrombone.com/trombone-history-timeline/>, accessed 4/3/2018. 
158 Linda Pearse, Seventeenth-Century Italian Motets with Trombones (Middleton, WI: A-R Editions, 
Inc., 2014), xx. 
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specifically to produce a vocal sound. While this assertion adds weight to the importance 
of the vocal-instrumental ideal, a full listing and critique of primary and secondary 
sources related to mechanical descriptions of trombones would be an entirely separate 
dissertation. Readers should see Appendix C for further information.
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CHAPTER 4 
Non-Trombone-Specific Primary Sources: Per Ogni Sorte di Stromenti 
 
The overlap between early trombone performance practice with sixteenth- and 
seventeenth-century vocal aesthetics has been established in Chapter One. However, it is 
also clear that there is a large overlap in performance practice techniques between the 
trombone and other instruments in this time period. This section will explore the physical 
and stylistic techniques that are common among “ogni sorte di stromenti,” or “all sorts of 
instruments,” from which information useful for trombonists and their teachers can be 
extracted. The diminution manuals play a significant role in gleaning this information.  
 The phrase ogni sorte di stromenti and its many variations — “per tutte sorte 
d’instrumenti musicali,” (Virgiliano) “con tutte le sorte di stromenti da corde, da fiato, 
& anco per la voce humana” (Spadi) — appear on the title pages for countless 
instrumental and vocal collections as early as Willaert.159 There has been significant 
debate about whether this phrase can be taken literally, but recent scholarship generally 
agrees that it was largely a marketing technique to encourage more people to buy the 
treatises.160 Even if this is the case, there is significant evidence that the physical and 
stylistic techniques used for multiple types of instruments are transferable to trombonists. 
                                               
159 Chelsea Belt, “Choirboy-Instrumentalists in Late Sixteenth-Century Italy: The Church as an Early 
Source of Professional String Players” (Master’s Thesis, Boston University, 2015), 47. 
160 Detailed discussions about scoring indications in the late sixteenth and early seventeenth centuries 
can be found in Stephen Bonta, “The Use of Instruments in Sacred Music in Italy 1560-1700,” in 
Early Music 18 no. 4 (Nov. 1990): 519-535; and Eleanor Selfridge-Field, “Instrumentation and Genre 
in Italian Music, 1600-1670,” in Early Music 19, no. 1 (1991): 61-67.  
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This is supported by payment records for civic wind band players in the early 
Renaissance who doubled on trumpets, trombones, recorders, voice, and even plucked 
and stringed instruments. 
 Evidence of overlapping technique is particularly strong in the case of the earliest 
trombone players in court wind bands, many of whom switched from trumpet to 
trombone at the beginning of the sixteenth century because of the opportunity for a higher 
salary. From the late fifteenth century into the mid-sixteenth century, there are records of 
trombonists who were apprentices to court trumpet players in many regions throughout 
Europe, implying a foundation of trumpet-based instruction. There are also accounts of 
trumpet players who switched posts as the popularity of trumpet bands declined in favor 
of ensembles composed of trombones, reeds, and cornettos. Much of the physical 
technique between cup-mouthpiece instruments appears to have been completely 
transferable; to give one example, there is an account of a trumpet player named 
Geronimo (or Girolamo) di Giovanni who requested the loan of a silver trombone in 1488 
so he could “break it in” for his future posting in the Siena palace wind band.161  
 Records of these trumpet-turned-trombone players occur frequently in Italy until 
the mid-1500s, when a notable shift occurs: trumpet and trombone doublers are slowly 
replaced by trombone and cornetto doublers. While this seems counter-intuitive to the 
modern player because of the extreme physical differences in the instruments, this 
doubling combination was normal in sixteenth-century ensembles. Some players were 
equally famous on both instruments, incuding the aforementioned Tiberio Rivolti. These 
                                               
161 D’Accone, The Civic Muse, 456. 
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doubling practices could imply a transference of style and physical technique between 
two wind instruments that have a cup-shaped mouthpiece as their sole commonality. 
 Trombonists didn’t only double on instruments with cup-mouthpieces; the quick 
rise of the piffari in the sixteenth century meant that the level of performers steadily rose, 
and the best players were able to play multiple kinds of instruments at a high level. Belt 
observes that the Tola brothers in Brescia were able to perform on wind, string, and brass 
instruments, including the cornett, recorder, trombone, and dulcian; the English waites 
doubled on viols and sackbuts.162 It has also been noted that John and Henry Bassano 
played the recorder and sackbut at the court of Henry VIII in England.163 Trombonists 
even doubled on plucked instruments: Lorenza de Lucca played the lute and the viola, 
which Ricasoli reported he handled with “marvelous grace.”164  
 The theory of technical overlap between instruments continues to be proven 
accurate at the turn of the seventeenth century and later, when compositions begin to 
specify instrumentation beyond the ogni sorti di stromenti category. These specifications 
often include more than one instrument option, or a suggested alternate, in instrumental 
parts. Examples abound in the works of Castello, who frequently writes, “trombone overo 
violetta,” the works of Bertali and other Kromerîž composers, and — of course — 
Rognoni’s Susana, for trombone overo violone.165 
                                               
162 Chelsea Belt, “Choirboy-Instrumentalists,” 13, 38. 
163 Lasocki, “Bassano family,” Grove Music Online, accessed October 10, 2017 
<http://www.oxfordmusiconline.com.ezproxy.bu.edu/subscriber/article/grove/music/53233pg4>. 
164 Carter, Music in Late, 164. 
165 Dickey argues that the trombone and cornetto were alternative instruments to the viola da gamba 
and the violin. Similarities in literature and stylistic techniques corroborate this. Bruce Dickey, 
 
  
89 
 
 The ubiquitous practice of instrumental doubling, the inclusion of the trombone in 
the ogni sorte di strumenti specification, and the suggestion by later seventeenth-century 
composers that trombones and strings could play equally idiomatic music, confirms a 
strong overlap of style and technique. Therefore, it is appropriate and necessary for 
modern trombonists to look beyond trombone-specific sources to fill in the pedagogical 
framework as described in the previous section. The diminution manuals, along with 
treatises and educational primers for other instruments, are invaluable for the transference 
of articulation, rhythm, tempo, style, and other techniques to form a complete method for 
integrating early trombone performance practice into mainstream playing. 
 The most useful instructions for trombone players can be found in treatises and 
manuals for the voice, organ, recorder, cornetto, trumpet, lute, and viol. While the sheer 
variety of treatises can be overwhelming, the sources overlap in very clear ways, and a 
structure for teaching the most important principles of early trombone style and technique 
can be clearly categorized. Because of this, I have opted to distill the most important 
pedagogical content from these sources, rather than list each source individually. While 
this creates some overlap, it clearly defines the principles that were most important to 
early modern instrumentalists. These principles are in line with the five expressive tools 
as addressed in Chapter One. Shown below is the same diagram (Fig. 4.1), adapted for 
trombonists. 
 
                                               
“Cornett and Sackbut,” in A Performer’s Guide to Seventeenth-Century Music, 2nd Edition, ed. 
Stewart Carter, rev. Jeffrey Kite-Powell (Bloomington: Indiana University Press, 2012), 108. 
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Fig. 4.1: Five Primary Expressive Tools II: Trombone Hierarchy  
TROMBONE MUSIC=SONG/RHETORIC 
| 
Dynamics | Ornamentation | Intonation | Tempo | Grace 
| 
Slow Practice | Tactus & Rhythmic Variation | Varied Articulation | Breath Control and 
Embouchure | Rules for Embellishment | Historical Tuning 
 
 
 In the diagram, song and rhetoric are combined into one unit and considered the 
basis for trombone music. Stemming from this are the five primary expressive tools, 
which remain unchanged. Below these are the associated techniques necessary to master 
the five primary expressive tools on the trombone, as demonstrated in sources per ogni 
sorte di stromenti. 
 
Slow Practice 
The importance of practicing slowly and consistently has never been in question. 
However, it is interesting to note that this was emphasized even with the more intensive 
student-teacher relationship that characterized early modern wind pedagogy as described 
earlier in this chapter. The clearest illustration of this can be found in the diminution 
manuals, which contain, beyond the fully-composed etudes compiled in this collection, 
short ornamentation drills which require the same consistency of playing, refinement, and 
memorization that modern “classical” trombone students apply to scales and lip slurs, and 
that jazz students apply to the study of “licks.” Bruce Dickey concurs with this 
observation, explaining that “Musicians undoubtedly played these figures over and over, 
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committing them to memory so that they became building blocks for ornamentation.”166 
In tandem with this, Dickey suggests that we, like Renaissance musicians, also practice 
these studies over and over to internalize early modern musical style.167  
 If we are to follow Dickey’s suggestion, we must practice the way the treatise 
writers themselves urge: diligently, slowly, and deliberately. This is emphasized in the 
diminution manuals and many other treatises. For example, Rognoni suggests that a 
student’s “labor will always be in vain that has not first taken care to make the ricercate 
distinct and clear.”168 Praetorius instructs that students start simply, beginning “first with 
the simple passaggi and then gradually and diligently practice the broken ones full of 
fusas until they finally arrive at those with semifusas and can manage to perform 
them.”169 Ganassi also urges “diligent” practice of his articulation techniques, instructing 
the student to pick one articulation syllable to drill until he or she is ready to go on to the 
next, which should begin at a similar (presumably slow) speed.170  
 Fuenllana similarly instructs beginning lute students to practice slowly, adding 
that even advanced musicians should pick an appropriate tempo: 
And he who lacks such manual agility should play with [the] tactus calm, 
especially at first, until he knows the work he is playing, in order to treat with 
clarity whatever he performs and to conserve the integrity of the composition. 
And finally, as much [for] those having a technique as [for] those who lack it, it 
seems to me that in every work they play, whether easy or difficult, they should 
                                               
166 Dickey, “Ornamentation,” 304. 
167 Ibid., 307. 
168 Rognoni, trans. Honea, Passaggi per potersi, 4. 
169 Praetorius, Syntagma Musicum III, 220. 
170 Ganassi, Il Fontegara, 14. 
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choose a middle point, that is to say, that the tactus should move neither quickly 
nor very slowly…171 
  
 While simple and admittedly self-explanatory to any modern musician, it is useful 
to see this basic tenet of musical study clearly spelled out in early modern pedagogical 
materials. It confirms that some teaching and practice traditions have indeed remained the 
same over hundreds of years, and it gives us secure footing with which to approach more 
period-specific techniques and their application to the trombone. 
 
Tactus and Rhythmic Variation 
Fuenllana’s instructions to use a “calm” tactus lead us directly to the next teaching tenet: 
the trombonist must learn to keep time and tempo as their predecessors would have done 
in the sixteenth and seventeenth centuries. This represents the first major deviation for 
modern players, who are trained to think in short “beats,” and not a longer, overarching 
tactus. The importance of keeping time based on longer note values — usually whole 
notes — rather than shorter note values, cannot be overemphasized. As Sancta Maria 
aptly put it, “all music, both sung and played, is subject and bound to the tactus and not 
the tactus to music, by reason of being ruled and governed by it, and of this beginners 
who profess this art ought to be very aware.”172  
 The internalization of the tactus, the ruler and governor of music, is arguably the 
most important tenet for the successful performance of Renaissance music. It is 
                                               
171 Miguel de Fuenllana, Orphenica Lyra (Sevilla 1554), ed. Charles Jacobs (New York: Oxford 
University Press, 1978), lxxxix. 
172 Sancta Maria, Libro Llamado, 6. 
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emphasized in nearly every manual, from primers to diminution manuals to theoretical 
treatises. One of the first things a young musician learned to do was to accurately keep a 
duple tactus with the steady up-and-down motion of the hand.173 For modern players, this 
means two major changes: a mental shift from thinking in short note “beats” to thinking 
in long notes, and the elimination of the modern bar line as a rhythmic device. This 
results in a drastic change in phrasing, note emphasis, and, ultimately, affect. 
 Explanations for the practical use of the tactus range from the overly simplistic to 
the nearly impenetrable, and a full overview would be superfluous to this dissertation. It 
is more useful to apply the simplest extant resources relevant to trombone performance 
practice. Diruta provides a particularly clear guide. He succinctly defines the tactus 
(“battuta” in Italian) as “nothing more than the lowering or raising of the hand, evenly 
done. The quickness and slowness of the beat is at the discretion of the singer and 
director.”174 This explanation, given in 1593, reflects practices that date back to the 
middle ages and last through the seventeenth century, as illustrated by Butler in 1636: 
“The principal Time-note is the Semibrief: by whose Time, the time of all Notes is 
known: and it is measured by Tactus or the Stroke of the Hand, in a certain space or 
distance: that which, Imitation and Use will make you perfect in.”175 
                                               
173 Scaletta’s primer, Scala di musica, provides a typical example. Students learn the following 
fundamentals, in order: solmization, clefs, notes on staves, note lengths, and tactus (the stroke of the 
hand). Following this, students learn “points,” or dotted notes, signs for the raising and lowering of 
notes (flats, sharps, and naturals), time signatures and rhythmic modes, hexachords, ficta, rests, and 
repeats. 
174 Diruta, Il Transilvano, 159. 
175 Charles Butler, De Principles of Musik, In Singing and Setting: With the Two-Fold Use Therof, 
Ecclesiastical and Civil (London: John Havilan, 1636), 24. Butler acknowledges that the tactus-major 
has changed over time. Much of his writing is based on Listenius’s Musica (1537), which reflects 
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 Diruta clarifies the “Stroke of the Hand” in terms of triple and duple meters: “The 
battuta ones gives for the [triple meters of] sesquialtera, or trippola, omiola, has two 
parts down and one part up. For example, three semibreves equal one battuta, two down 
and one up. The same is true of minims and semiminims. The ordinary battuta is one of 
the semibreve.”176 
 In other words, in triple meters, three semibreves, or whole notes, equal one 
battuta, or one tact.177 Each tact in triple time consists of “two down and one up,” or the 
downward motion of the hand for two semibreves and the upward motion for one. 
However, the ordinary tact is “one of the semibreve,” meaning, in duple time, a 
downward motion of the hand on one semibreve, and an upward motion for the other. In 
both triple and duple time signatures, this results in an emphasis on bigger beats, which 
dramatically effects the affect of a piece of music. To come back to “Susana,” for 
example, which contains passaggi of sixteenth and thirty-second notes, a semibreve 
emphasis results in long, flowing, graceful phrases, with the passaggi unbroken by the 
modern emphasis on small-note beats (Fig. 4.2).  
 
                                               
practices at the turn of the sixteenth century. At the time of Listenius’s writing, the tactus-major was 
the breve and the tactus minor was the semibreve. Butler notes that the tactus-major has changed to 
the semibreve by the time of his own writing. 
176 Diruta, Il Transilvano, 159. 
177 The words for “tactus” vary according to author. Virgiliano and Diruta use battuta, Zacconi uses 
tatto, Praetorius, Cerone, Bernhardt, and Finck use tact and tactus, Butler tactus-major, tactus-minor, 
etc. 
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Fig. 4.2: Opening to “Susana.” Arrows represent the motion of the hand according 
to a semibreve tactus. 
 
 It is all very well to acknowledge that the semibreve gets “the ordinary battuta,” 
but this information is useless without knowing exactly how fast the battuta is supposed 
to go. Unfortunately, there is no simple answer to this question, especially since speed of 
the tactus changed over the course of the sixteenth and seventeenth centuries. As 
previously discussed, the tactus also varied according to the affect of the piece, which 
was dependent on the text, venue, and context of the music. Composers would sometimes 
indicate tempo by the use of proportion and prolation signs, which themselves were 
misinterpreted even by Renaissance and early Baroque performers. 
 Nevertheless, modern trombonists must be able to interpret tempo, tactus, and 
proportion in early modern repertoire, so it is useful to consult sources that are easy to 
understand. Richard Erig has distilled some of these sources into a basic overview that 
can be found in his commentary on Bassano’s diminutions. Citing Buchner, Praetorius, 
Dalla Casa, and even Quantz, Erig has defined tempo ordinario, the basic speed of the 
tactus, as approximately MM30, with emphasis on the breve, for pieces with sixteenth 
notes as the smallest note value. In this case, each beat is one battuta or tact, or one 
down-and-up motion of the hand. Metronome markings should be used with caution, 
though – in reality, Erig’s mark of MM30 is simply a modern interpretation and 
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distillation of many possible measurements of tactus speed. Indeed, metronome markings 
would not have been used in the sixteenth and seventeenth centuries, and tempo ordinario 
certainly varied widely, as acknowledged by Valentini.178 Erig’s distillation can 
nevertheless be helpful for early music newcomers, providing a jumping-off point for 
more rhetorical interpretations. Trombonists should consider the text, if applicable, and 
the nature of the composition as a whole. In the case of diminutions, a mournful text 
could imply a slower tactus, and a celebratory text might suggest a spritely tempo. 
Complicated notation with fast-moving text and frequent passaggi might imply a tactus 
on the whole note, rather than the breve. Murata notes that by the mid-seventeenth 
century, pieces with florid passaggi might have had a slower tactus, which would have 
made room for virtuosic passages to be played more gracefully. 179 
 Mensuration and proportion signs provide some insight into tactus speed. Modern 
trombonists interpret  as “common time,” or four quarter notes per measure with an 
emphasis on each quarter, with each measure divided by a bar line. “Cut time,” the  
symbol, accordingly means one beat per half note, with two half notes per barred 
measure. In sixteenth- and seventeenth-century music, the note values are often doubled 
and the proportions are not always consistent. Bar lines are used as visual aids rather than 
rhythmic devices, and their placement is often arbitrary and irregular. This makes them 
unreliable as means with which to determine the tactus. Furthermore, in early modern 
notation, a  symbol might indicate a full tact of four half notes, with the emphases on 
                                               
178 Murata, “Valentini,” 333. 
179 Ibid. 
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each whole note. A  symbol could indicate a tact of four whole notes, with emphasis on 
each breve. It is helpful to know that Praetorius simply designates  as slower and more 
somber, and  as faster and livelier.180 While composed triple-time diminutions are rare 
— Ortiz is the major exception — the trombonist must still be able to smoothly transition 
from duple to triple time. In most cases, this means keeping the tactus the same: the large 
emphasis remains constant while the smaller beats change. Explanations related to triple 
time signatures in diminutions are described in more detail in Chapter 5. 
 It is also important to observe the notation of the music itself. While proportion 
signs and tempos are inconsistent, primary source authors do agree on two things: the 
tactus must rule the music, and the speed of the piece is secondary to the accuracy of the 
performance. In other words, a tactus must be chosen at a speed at which the performer 
can play the diminutions musically, without slowing down to avoid making mistakes. 
This is important when playing diminutions with virtuosic passaggi. Zacconi writes, 
“The most beautiful and perfect thing that one searches for in making diminutions is time 
and measure, which ornaments and spices all the figures collected and united, and he who 
guides or leads them beyond [i.e., in violation of] this measure and time scatters anything 
beautiful and loses in the end without any thanks.”181 Sancta Maria and Rognoni even 
encourage the student to tap his or her foot to keep the tactus consistent. Rognoni writes,  
to tell the truth, however swift, skillful and distinct the ricercata may be, if 
perchance it does not conclude in tempo, all its elegance is ruined. Indeed, 
everyone would be advised to measure them by tapping the foot, because the 
mind intent on other duties, if it is burdened with this also, very often deceives. 
                                               
180 Ibid. 
181 Zacconi, Prattica Di Musica, 8. 
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Where even without this guide one often notices that, transported by the speed of 
the diminution, in the end one finds oneself lost.182 
 
 Trombonists must adhere to these instructions, picking a speed at which they can 
keep the whole note tactus steady while moving through virtuosic passages with agility. 
On the other hand, performers must not pick a tempo that is so slow that they need to 
breathe in the middle of the passaggi, interrupting their line and flow. Of diminutions, 
Cerone writes: “All these graces and beauties require dexterity, speed, clarity and time, 
without which nothing is produced, and the singer in using them or in availing himself of 
them must keep to this advice: to take as many notes in one breath as can be conveniently 
performed.”183 
 Once a musician has mastered the ability to perform with “dexterity, speed, 
clarity, and time” within a steady and appropriate tactus, there are many secondary 
musical choices which come into play. While the tactus remains steady, the internal 
rhythms may be flexed to enhance the affect of the piece. This can be achieved with 
paired articulation, described in the next section, as well as by emphasizing important 
melodic and textual elements of the music.184 Vicentino equates this pushing and pulling 
of internal tempos with the ebbs and flows of good oration, which brings us back to the 
vocal-instrumental ideal:  
Sometimes a composition is performed according to a certain method that cannot 
be written down, such as uttering softly and loudly or fast and slow, or changing 
                                               
182 Rognoni, trans. Honea, Passaggi per potersi, 6. 
183 Cerone, El Melopeo, 10-11. 
184 This is especially true of florid music written in the seventeenth century. Murata discusses 
fluctuating tempos in “Valentini,” 333-334. Trombonists should note that the fluctuation of passaggi 
should not affect the overarching tactus, which should remain steady. 
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the measure in keeping with the words, so as to show the effects of the passions 
and the harmony… A composition sung with changes of measure is pleasing 
because of the variety, more so than one that continues on to the end without any 
variation of tempo. Experience with this technique will make everyone secure in 
it. You will find that in vernacular works the procedure gratifies listeners more 
than a persistent changeless measure.185 
 
 These instructions are particularly helpful for text-based music, including 
diminutions based on popular Renaissance melodies. Knowing the words and affect 
informs both the speed of the tactus and the variance of the internal tempos. For example, 
the player might wish to slightly lengthen a note that occurs over an important syllable of 
text, or perhaps tumble forward during a passage of sixteenth notes to enhance word-
painting — a tumbling brook, or falling rain, to name a few examples. This is described 
in more detail in Chapter 5 as it applies to Bassano’s diminution on a chanson by 
Cipriano de Rore, “Ancor che col partire.” 
 But what about untexted music, such as can be found in the instrumental ricercare 
by Ortiz and Bassano? Sancta Maria’s Libro llamado Arte de Tañer fantasia (1565) is a 
useful resource for this information. His treatise is written for keyboards and other 
instruments “On which one may play in three or four parts and more,” but his writings on 
the subject of internal tempo variations within a steady tactus are invaluable for all 
instrumentalists, including trombonists. Sancta Maria is a more formulaic writer than 
other early modern theorists. He suggests clear and useful techniques for musicians who 
play untexted instrumental music. One example among many involves fractionally 
lengthening the last note in a group of four, making sure the start of the next foursome 
                                               
185 Vicentino, Ancient Music, 301. 
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arrives in time: 
The third manner is made by hurrying three eighth-notes and holding on the 
fourth. Further, one is advised that this delay must be all the time that would be 
necessary so that the fifth eighth-note is going to strike in its [proper] time in the 
half-tactus, and the rest in this way. In such a way they go four by four, which 
makes as if the three eighth-notes were sixteenth-notes and the fourth eighth-note 
had a dot. This third manner is the very smartest of all, and it serves for 
diminutions both short and long.186 
 
Sancta Maria also cautions musicians to keep the inflections subtle: 
Let the advice be taken that the delaying of the eighth-notes must not be much, 
but rather only so much as makes them stand out, which is given to understand ‘a 
little,’ because too much delay causes a great lack of grace and ugliness in the 
music and likewise for this same reason the three eighth- notes that hurry must 
not hurry excessively but rather with moderation relative to the delay that one 
plays in the fourth eighth-note. 187 
 
 This warning should be heeded by modern players. While a certain amount of 
rhythmic flexibility to enhances the rhetorical affect of the music is desirable, 
trombonists must keep it in moderation. A descent into Romantic-style rubato would be 
inappropriate. 
 With the preceding information, the trombone teacher can form a basic rubric for 
determining the tactus and tempo in diminutions and many other early modern 
compositions. The student must observe the music and ask the following questions: 
1.   When was the piece written? 
2.   What is the mensuration sign? Does the piece change from duple to triple 
meter at any point? 
3.   What are the longest and shortest note values? 
4.   If applicable, what is the subject matter of the piece? Is it based on an existing 
melody? Is it sacred or secular? Mournful or joyous? 
 
                                               
186 Sancta Maria, Libro Llamado, 31-32. 
187 Ibid. 
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 The student must then use the answers to these questions to determine the tempo 
and tactus. A practical application of these questions will be illustrated in Chapter 5. 
 
Varied Articulation 
The ability to articulate in the style of sixteenth- and seventeenth-century trombonists and 
other wind players is perhaps the largest hurdle faced by modern players. This is also the 
technique that is most directly affected by a trombonist’s equipment, which creates points 
of contention between period instrument specialists and modern players. It is often noted 
by period specialists that the physicality of the sackbut — the flat-rimmed mouthpiece, 
small bore, and lighter metals — produces a sound so specific that it cannot be fully 
replicated on a modern trombone. There is truth to this statement, and it is one of the 
reasons that professional historically informed players use sackbuts and not modern 
trombones. Experiments that compare the response of modern, rounded mouthpieces to 
Renaissance and Baroque mouthpieces reveal that significant physical changes in 
articulation technique must be made to achieve an early modern sound. A sackbut 
mouthpiece will respond to subtle articulation syllables, expressing a vocal aesthetic 
without too much extra work from the player. The gradual change in the trombone’s role 
from that of a colla parte and virtuoso chamber music instrument, to that of a symphonic 
instrument or even a jazz instrument, led to the evolvement of a modern mouthpiece that 
would enhance uniformity of tone through all registers and volumes. This means that a 
symphonic trombonist playing the solo in Mahler’s third symphony, for example, will be 
able to move powerful quantities of air through the mouthpiece, producing a high-decibel 
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sound that still has a warm, pure timbre. The same quantity of air moved through a 
sackbut will produce the “vicious” brassy sound referred to by Mersenne. 
 However, what the modern mouthpiece has gained in flexibility and volume, it 
has lost in subtlety. The mouthpiece differentiates between strong staccato and legato 
tonguing, but producing the subtler, more delicate Renaissance and Baroque articulation 
syllables with a rounded rim and shank is enormously difficult. (Interestingly, the range 
of articulation styles is extended in the education of jazz players, who have still retained 
the instrument’s association with vocality even today). 
 In spite of this, knowledge of sixteenth- and seventeenth-century articulation 
techniques is an essential part of learning how to play early repertoire in the correct style. 
It is also not impossible to transfer some of these concepts to modern trombone playing. 
As I argued in the introduction to this document, it is not always possible or even 
practical for all trombonists to double on the sackbut, both for physical and often 
financial reasons. This should not mean that early repertoire is eliminated from the 
trombonist’s schooling, nor should it be a reason that the repertoire is performed without 
knowledge of its performance practice, even concepts that are difficult to transfer 
between period and modern instruments. To that end, in this section I will first give an 
overview of early modern articulation practices gleaned from selected sources. This will 
be followed by a discussion of ways in which modern trombone players can integrate 
some of these concepts into their own teaching and playing. I will begin by quoting 
several relevant passages by Agricola: 
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There is one more thing that I will not conceal from you, which is not 
insignificant in wind instruments but is indeed the chief aspect — believe this for 
a fact. It is namely how the tongue, guided in the mouth, is applied to the notes.188 
 
As I understand, semibreves, minims and semiminims have the same application, 
and you should understand this thus: you must move your tongue and set it in 
motion in your mouth for each individual note, as the following example 
shows.189 
 
If you want your playing to stand the test, then learn well your di ri di ri de, for 
this belongs to the small notes. Thus do not let yourself be made a mockery.190 
 
 Written in 1529, Agricola’s treatise is the first to acknowledge articulation as one 
of the most important techniques — the “chief aspect” — in wind playing. Even more 
importantly, Agricola is among the first to describe paired wind articulation, a technique 
that countless writers would address after him. The first thing a trombonist should 
observe are these basic tenets: long notes are single-tongued, and shorter notes use paired 
tonguings, or patterns of alternating consonants. 
 The modern conception of paired tonguing may bring to mind the technique of 
“double-tonguing,” which is typically a pattern of two hard-edged syllables, i.e. “tu-ku 
tu-ku tu.”191 Double-tonguing allows the modern trombonist to move quickly and fluidly 
through fast passages. However, the similarity to historically informed paired tonguing 
stops here. Students are trained to practice double-tonguing until every note in the 
designated passage sounds uniform, with no variation in color, attack, or release. This 
conforms to the aesthetic valued in modern orchestral trombone playing. 
                                               
188 Agricola, Rudiments, 92. 
189 Ibid., 92-93. 
190 Ibid., 94. 
191 For examples, see Arban, Method for Trombone, 185-202. 
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 Historically informed paired tonguing asks the opposite of the player. Each pair of 
notes contains a strong attack and a weak attack. Rather than striving for uniformity, 
trombonists should emphasize the strong and weak attacks, creating variation and flow 
within long passages of 8th or 16th notes. This aesthetic of variation is consistent not just 
for early wind players, but all instrumental players in the Renaissance and early Baroque. 
In no sources is this more evident than in the diminution manuals. 
 Ganassi’s Fontegara provides the first of many detailed descriptions of paired 
articulation used for diminutions. Because of the thoroughness of his pedagogy, it is 
worth quoting Ganassi at length: 
You are aware that your tongue can move in various ways and pronounce 
different syllables. Therefore, you will easily understand that there are three basic 
kinds of articulation. We have the first kind in these two syllables: teke, teke, 
teke; the second in: tere, tere, tere; and the third kind in: lere, lere, lere.  
 
Notice that the two extreme kinds of articulation have a link in common. The 
first kind consists of syllables that are hard and sharp; the third kind, on the 
contrary, consists of gentle and smooth syllables.192  
 
The link between them is the second kind of articulation: tere, tere, tere, te. That 
this should be the intermediate kind is because the first syllable belongs to the 
first kind, and the second belongs to the third kind. In this way, this articulation is 
a link between the two extremes of hard and soft. 
 
Notice that complete and incomplete strokes of the tongue form the basis of these 
three kinds of articulation. The complete form consists of two syllables, as does 
in general the basic form: first, a half-syllable or consonant, t t t t or d d d d, 
which occurs in playing rapid notes, and secondly the syllable de de, ge ge, or da 
de di do du.193  
 
It should be obvious that you can change the first consonant, so that you get for 
instance ta te ti to tu, ka ke ki ko ku, or other combinations. In articulating, one 
                                               
192 Ganassi, Fontegara, 12. 
193 Ibid., 14. 
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differentiates between the so-called direct [dritta] strokes of the tongue and those 
that are reversed [reversa]. The direct articulation of syllables is nearest the first 
basic form, whereas the reversed syllables are hardly articulated at all, like in the 
third basic form. Actually, in rapid repetition, the stroke of the tongue is lost and 
is therefore called reversed. 
 
You will have noticed that I started with all the vowels so that you may decide 
which syllable or which letter comes most naturally to you. You should be able 
to utter them in such a way that even at the greatest speed, the three basic 
articulations are pronounced in the order given above. 
 
When you wish to practice any one of the above, choose the syllables you prefer 
among the first basic forms and practice them diligently until you can play them 
fluently. Do the same with the intermediate form, observing however that, at the 
same speed, you clearly pronounce a syllable of three letters, as for instance: tar 
ter tir tor tur, dar der dir dor dur, kar ker kir kor kur, gar ger gir gor gur. 
Practice the third form in the same way, that is to say: lar ler lir lor lur. Thus you 
will realize that all these forms consist of a direct syllable and a reversed one. 
The direct one is the first, the reversed one the second.194 
 
 Ganassi’s instructions are remarkably clear. He identifies three distinct 
articulation techniques: direct, reversed, and a combination of the two. Direct tonguing 
— lingua dritta — consists of two paired syllables of hard attacks: an Italian “t” or “d” 
(the Italian “d” is stronger than our American “d”) with a “k” or “g.” With all forms of 
lingua dritta, the tongue hits the hard or soft palate straight on — quite literally directly 
— which produces a harsh or sharp articulation. A passage of notes performed with 
lingue dritte produces the equivalent of modern double-tonguing. This was an 
undesirable way in which to play diminutions, as it resulted in heavy, ungraceful 
passaggi. 
 The reversed style of tonguing — lingua reversa — was on the opposite end of 
                                               
194 Ibid. 
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the spectrum. Extremely hard to control, it nevertheless became a prized technique in 
wind articulation. Many writers, particularly at the turn of the seventeenth century, 
admired the lingua reversa because it most closely resembled gorgia, the virtuosic throat 
articulations of accomplished singers.195 Ganassi’s use of the word “reversed,” literally 
describes the motion of the tongue for the syllables le-re, both of which — if pronounced 
in the Italian fashion — cause the tongue to brush gently and slightly backward against 
the hard and soft palates. The closest modern comparison to lingua reversa is “doodle 
tonguing,” a jazz articulation technique used to produce fast, connected melismas. 
 Ganassi’s intermediate technique combines both dritta and reversa techniques, or 
hard and soft syllables. These combinations can vary according to the choice of the 
player, though Ganassi used the example tere, tere, tere, te. Transliterated into an 
American pronunciation, these syllables come closest to the sound “teh-deh, teh-deh, teh-
deh, teh,” with the “t” striking firmly against the hard palate and the “d” softly brushing 
backward, as in the “dd” in the middle of the word “puddle.” As Ganassi suggested, the 
vowel sound is chosen at the discretion of the player. 
 Perhaps the most valuable tool in Ganassi’s treatise is the instruction for how to 
practice these syllables. He suggests starting with one consonant at a time and practicing 
it over and over. The easiest of these is the dritta consonant, t or d. Once the student has 
mastered this, he or she can move on to the intermediate syllables. Ganassi recommends 
simply adding a consonant to the original dritta, changing t into ter. The flipped Italian r 
naturally creates the intermediate style of tonguing, the “teh-deh” as described above. To 
                                               
195 Dalla Casa, Il vero modo, 4; Rognoni Taeggio, Selva di varii, trans. Dickey, 42. 
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master this technique, the student should practice one syllable at a time, choosing from 
among the desired vowel sounds: tar, ter, tir, tor, tur, or, for American students, “tah-
deh, teh-deh, tee-deh, toh-deh, too-deh,” making sure to keep the “d” soft and gentle, like 
the Italian flipped r. As these single syllables get easier to make, the student can start to 
connect them. The end result will result in smooth, paired tonguing over long passages of 
notes. 
 The lingua reversa can be practiced the same way after the student has mastered 
intermediate paired tonguing. Ganassi gives the example, “lar-ler-lir-lor-lur,” which can 
be drilled and developed until the technique is mastered. The American syllables “daddle, 
deddle, diddle, doddle, doodle,” with gentle d’s, are extremely useful for practicing this 
technique. While difficult to control, as Dalla Casa observed later, a trombonist who has 
mastered lingua reversa will be able to play diminutions as quickly and as gracefully as a 
singer. 
 Of course, it is necessary to acknowledge that a trombone is not a recorder — the 
instrument Ganassi wrote for — so even the precise instructions in Fontegara will not 
fully suffice for trombonists, let alone modern trombonists. However, the principle of 
paired articulation and its resulting sound quality is constant for all wind instruments, in 
spite of differences in air flow and embouchure technique. For this reason, we can also 
look to the writers Dalla Casa, Rognoni, and Rognoni Taeggio. 
 The first thing to note about Dalla Casa’s Il Vero Modo di Diminuir is the change 
in articulation terminology. Fifty years after the publication of Ganassi’s treatise, lingua 
dritta now refers to the middle style of articulation, the tere, tere, tere, te. This style is 
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still desirable by late sixteenth-century writers, while the teke, teke, teke, te is considered 
impossibly crude. Dalla Casa also clarifies the location of the tongue’s position when 
pronouncing the Italian t, which should be “on the teeth.”196 Beyond terminology, 
however, Dalla Casa mostly rehashes Ganassi’s treatise, reiterating the importance of 
paired tonguing for passaggi, as well as the sought-after, but difficult to control, lingua 
reversa, which is used for the very fastest diminutions. 
 Similarly, the articulation instructions provided by Francesco and Riccardo 
Rognoni also repeat the instructions for strong-weak articulation provided by Dalla Casa 
and Ganassi. Riccardo and Francesco Rognoni were virtuoso string players, but their 
works contain articulation exercises for strings, cornetto, and one for the trombone — the 
famous “Susana,” as described previously. Dickey has noted the crossover between 
strong-weak string bowings and wind articulations as illustrated by Francesco Rognoni, 
whose Selva di varii Passaggi (1620) is one of the last treatises to discuss articulation in 
the context of diminutions.197 
 The crossover noted by Dickey is confirmed by exploring countless other sources. 
Explanations of strong-weak note pairings are found in instrumental treatises by Diruta 
(keyboards), Mersenne (cup-mouthpieces), Fantini (trumpet), and Artusi (cornetto and 
trombone), just to name a few.198 Interestingly, the one articulation technique that is not 
                                               
196 Dalla Casa, Il vero modo, 4. 
197 Rognoni Taeggio, Selva di varii, 22. 
198 Artusi’s assertion that the trombone “has only one tonguing,” unlike the other wind instruments, 
has confused period trombone specialists for years. Since Artusi was not a trombone player himself, it 
is difficult to give this credence, particularly in light of Susana’s inclusion by Francesco Rognoni in a 
treatise that emphasizes paired articulation syllables. This is also observed by Stewart Carter, 
“Trombone,” in A Performer’s Guide to Seventeenth-Century Music, 2nd Edition, ed. Stewart Carter, 
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mentioned in any of these writings is the slur. This is likely because the true slur — 
played without any tongue at all — was simply an unacceptable way of articulating 
music. Dalla Casa and Rognoni Taeggio both discourage the use of articulation that is 
“too dead”: “è la lingua vuol’esser, nè troppo morta, nè troppo battuta…” (“and the 
tongue should not be too dead nor too pointed…”), indicating that a slur is as equally 
undesirable as the heavy, pointed articulations described originally by Ganassi.199 Not 
until Bismantova’s treatise in 1677 is a new kind of tonguing mentioned: legate, which 
uses the syllables te-a, te-a, te-a, te. This indicates that legato tonguing should not be 
used until very late in the seventeenth century. For trombonists, this means no natural 
slurs, including natural slurs over partial breaks! Even more importantly, Bismantova’s 
legate still contains a strong and weak syllable, which implies that paired articulation was 
still widely in use during the height of the Baroque period, even as other elements began 
to change.200 
 Bismantova’s treatise is also notable because it contains separate instructions for 
using paired tonguing on the recorder and the cornetto. While the concept of strong-weak 
pairings is the same on both instruments, he instructs students to use d for recorder and t 
for cornetto. This means the strength of the dritta syllable varies depending on the 
physicality of the instrument. Similarly, modern trombonists who wish to incorporate 
                                               
rev. Jeffrey Kite-Powell (Bloomington: Indiana University Press, 2012), 127. See also Diruta, Il 
Transilvano, 52; Mersenne, Harmonie Universelle, 354-346; and Fantini, Modo per imparare, 10-11. 
199 Dalla Casa, Il vero modo, 5; Rognoni Taeggio, trans. Honea, Selva di varii, 19. 
200 Bartolomeo Bismantova, Compendio Musicale (Florence: Studio per Edizione Scelte, 1978), 92-
93. 
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paired articulation must adapt their technique to the physicality of their modern 
instruments. This means experimenting with stronger articulation syllables than are 
necessary on a sackbut to achieve the same effect on a modern trombone. This is in line 
with Ganassi’s articulation pedagogy. Provided the strong-weak aesthetic is preserved, 
many options are possible. 
 Strong-weak syllables can also be adapted to a specific melody and text, 
communicating the words and phrasing of the underlying melody. The strongest 
consonants occur after breaks in the original text and melody, and the inflections match 
the associated consonants and vowels. This is illustrated in Fig. 4.3, where a suggested 
articulation scheme is applied to Notari’s diminution on “Ben qui si mostra,” a madrigal 
by Cipriano de Rore. The first line of syllables in Italics follows an Italian-based 
articulation scheme based on suggestions by Ganassi, Dalla Casa, and Francesco Rognoni 
Taeggio. The second line of syllables is a possible transliteration of the the first, using 
syllables that may be more effective on a modern trombone. Players will notice that the 
strongest syllables occur at the beginnings of new words, and the weakest syllables occur 
within words, often during melismatic passaggi. Leaps are often underlayed by stronger 
syllables. 
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Fig. 4.3: “Ben qui si mostra,” bass diminution by Angelo Notari  
 The specific placement of strong and weak syllables is a stylistic technique that 
can easily be applied to performances of the same music on the modern trombone. In 
fact, Bendinelli suggests a remarkably modern method for learning how to express this 
style. In Tutta L’arte Della Trombetta (1614), Bendinelli suggests that trumpet players 
add the tongue last, after mastering embouchure technique. He encourages 
experimentation with articulation syllables to achieve a stylistic effect, even eschewing 
lingua dritta and reversa in favor of techniques that work for the individual player: 
When [the pupil] has succeeded in this, and knows how to play all the notes 
(uoci) well, he can then learn to sing and play by means of the tongue, whereby it 
does not matter whether [the tongue] is reversed (reuersa), direct (dritta), 
[double] (theghedhegheda), pointed (pontile), or otherwise, as long as the player 
finds it easy and becomes used to it, because he will then be able to investigate 
his instrument and pass over to matters of greater importance.201 
 
                                               
201 Bendinelli, trans. Tarr, Entire Art, 4. 
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 In other words, the expression of the music is more important than the specific 
techniques used to produce the desired effect. This should be encouraging for modern 
trombonists, and indeed all modern brass players, who have begun to experiment with 
early modern articulation styles. 
 
Breath Control and Embouchure 
The trombonist’s use of air has already been discussed in the context of trombone-
specific sources. However, the treatises for trumpet once again provide the clearest 
instructions. Bendinelli’s manuscript contains specific techniques for breath support and 
control. These instructions are echoed later by Mersenne, who once again connects 
physical technique to vocality: “[The trumpet] is capable of as many different movements 
as the voice, since it is by that means that it is sounded. For the mouth uses the same 
wind to sound them as it does to form words. So everything that one wishes can be said 
on the trumpet, without lacking anything but the articulation and pronunciation of the 
syllables and dictions.202 
 Bendinelli and Mersenne both relate the airstream to the following: 
1.   The opening of the mouth cavity and throat and its result on vibrations and 
register changes 
2.   The relation of air quantity and speed to note changes and dynamics 
3.   The importance of efficient embouchure and body position to promote a healthy 
airstream 
 
 Bendinelli is remarkably clear about how the player’s air responds to air volume 
                                               
202 Mersenne, Harmonie Universelle, 332. 
  
113 
 
in relation to vowel sounds. Lower notes have “dark” vowel sounds, e.g. “ah,” which 
opens the throat and and mouth cavity, and higher notes have “bright” vowel sounds, e.g. 
“ee,” which closes the cavity and drives the same amount of air forward at a higher 
velocity. As a result, the player needn’t overanalyze the anatomy — presumably the 
diaphragm — needed to change registers. This philosophy could be the earliest instance 
of avoiding the proverbial “paralysis by analysis” syndrome: “With this technique, the 
same amount of air as with a dark vowel, say a, is driven through the lips - in the case of 
a brighter vowel like i - with greater velocity. Thereby the lips vibrate faster, without the 
player having to be particularly conscious of muscle contraction, and the pitch rises.”203 
 Mersenne’s writings contain similar information. However, unlike Bendinelli, 
Mersenne was not a trumpet teacher. Therefore, while his observations are astute and 
highly detailed, they also reveal a certain amount of confusion about how breath control, 
register switches, and sound production can be combined and applied. He appears to use 
air quantity and air speed interchangeably, sometimes conflating their uses. Mersenne has 
“no doubt that the wind is differently pushed and modified,” and he understands that 
“This [different vibration speed] happens because of the wind which is pushed with more 
or less violence or speed, and which consequently has its vibrations more or less 
frequent.”204 However, he goes on to say that “the air stirred-up never makes the sound 
higher unless its agitations or its vibrations are faster,” an apparent contradiction of his 
                                               
203 Bendinelli, trans. Tarr, Entire Art, 12. Trombonists should note that “a” and “i” are Italian vowels, 
pronounced “ah” and “ee.” 
204 Mersenne, Harmonie universelle, 321. 
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previous statement that air speed directly effects vibration.205 If things weren’t confusing 
enough, Mersenne also discusses, in detail, the effects of air quantity on the speed of 
vibrations.206 
 In spite of this, Mersenne’s writing is important pedagogically. He unequivocally 
— and correctly — observes that a larger volume of air will create a louder sound. He 
also confirms Bendinelli’s use of open and closed vowels to change register, though he 
doesn’t appear to know that this is what is actually occurring: “For it must be noted that 
the larynx and the glottis are lowered and opened more in making the first tones, although 
those who play the instruments do not perceive these changes because they do not make 
as strong a reflection on the method by which they press the lips or push the wind.”207 
 The “first tones” refer to the lowest notes, or the fundamental notes, on the 
trumpet, which are achieved with an open throat — the result of Bendinelli’s description 
of a “dark” vowel sound. Interestingly, Mersenne notes that the trumpet players “do not 
perceive these changes,” an observation which aligns with Bendinelli’s instruction that a 
player need not be conscious of the anatomical workings of the support musculature to 
produce good sounds. 
 In fact, the information contained in the trumpet treatises can be found in the 
earlier writings of Hieronymus Cardanus’s De musica (1546). Cardanus, like Mersenne, 
also attempts to deconstruct breathing. He does so with slightly better success. Cardanus 
                                               
205 Ibid., 325. 
206 Ibid., 326. 
207 Ibid. 
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differentiates between air volume and “force,” which is likely what Mersenne means 
when he refers to the speed of the air. The relationship between a higher and lower air 
speed and a fuller and shallower volume of air directly relates to the sound that come out 
of the instrument. Likewise, certain speeds and volumes are more appropriate to brass 
instruments than others. Cardanus does not specifically name the trombone, but he does 
designate the trumpet as a “medium-sized instrument,” which can give us a general idea 
of where the trombone fits in this range:  
There are two general distinctions in breathing, one in its amount and the other in 
its force. The three kinds of force are relaxed or slow, intense, and the median 
between them. The three amounts are full, shallow, and moderate. We use 
relaxed or slow breath on larger instruments and on those that are easy to blow, 
as recorders; also in lower tones, for if you use an intense breath on a larger 
recorder it will sound harsh and you will not be able to produce low tones. 
Contrariwise, you use a sharp or intense breath on instruments that are hard to 
blow, as horns (cornua), also on smaller instruments and higher tones. But if you 
use a relaxed breath on a horn, in smaller instruments the tones will not sound 
and in a higher register they will become feeble and lose their exact pitch, so that 
they will sound discordant. A moderate amount of breath is appropriate for tones 
in the middle range and for medium-sized instruments as trumpets (litui), for they 
are between horns and recorders. The effect of a full breath is not the same as 
that of a relaxed breath, for although it is appropriate in lower tones and larger 
instruments it is used on instruments that are hard to blow, not on those that are 
easy. A shallow breath is use in small instruments and high tones, and in 
instruments which are easy to blow. Thus we use a very full and intense breath 
on the largest horns, a very full and relaxed breath on larger recorders, and a 
shallow and intense breath on small recorders. On small horns a full and intense 
breath is used because they are hard to blow, so that the fourth octave 
(coniugatio) may be lost unless, as for example on small recorders, we use a 
shallow and relaxed breath for the lower tones. We use a moderate breath, 
between shallow and full, when everything else is moderate.208  
 
                                               
208 Hieronymus Cardanus, De musica 1546, trans. Clement A. Miller, quoted in Benjamin Crandall, 
“Connections Between Wind Tonguings and Keyboard Fingerings (1500-1650)” (DMA diss, 
University of Houston, 2008), 21-22. 
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 Cardanus postulates that instruments which are larger and easier to blow require a 
shallower, slower breath. If Speer’s assessment, 150 years later, is correct — that the 
trombone is easy enough for a child to learn — this confirms a relaxed, slow stream of air 
in the low and middle registers of the trombone. As the pitch rises on larger instruments, 
the air speed, or “force,” increases. 
 Bendinelli and Mersenne also describe the most efficient embouchure and posture 
necessary for producing a good airstream and sound. The puffing of cheeks is 
discouraged, as the practice is “a terrible vice and deforms the player.” The mouthpiece 
should be placed “softly” on the lips, and care should be taken to avoid unnecessary 
tension: “attention should be paid to [the fact that] the [trumpet’s] bell should stay [in] 
quite a horizontal position, pointing neither upwards nor downwards.”209 The chin should 
be active in the changing of notes (though how this is done is unclear), and there should 
be no air leaks around the mouthpiece — an issue with certain players who, in a time 
before modern dental care, lacked teeth!210 Mersenne also advocates mouthpiece practice: 
When one wishes to learn to sound the trumpet, it is enough to take its 
mouthpiece to get accustomed to making the tones, and to putting one’s lips on it, 
inasmuch as it makes the same intervals as the trumpet, which serves only to 
change the qualities of the tones the said mouthpiece makes and to reinforce and 
render them more agreeable and more brilliant. Thus it all depends on the 
embouchure of the mouthpiece. This happens similarly with the mouthpieces of 
the cornets and serpents.211 
 
 All of this information can be applied to trombonists, particularly in light of the 
                                               
209 Bendinelli, trans. Tarr, Entire Art, 4. 
210 Ibid., and Mersenne, Harmonie Universelle, 317. 
211 Mersenne, Harmonie Universelle, 330. 
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connection between trombonists and trumpet players as discussed in previous chapters. 
Indeed, the instructions for physical technique as contained in trumpet writings are some 
of the most detailed resources that exist for instruments with cup-mouthpieces. 
 
Rules for Embellishment 
Ganassi wrote, “Should you have the best articulation imaginable yet have no knowledge 
of divisions, your pains would be in vain. The contrary is also true. Nevertheless you 
must understand that the art of playing divisions is nothing other than diversifying a 
series of notes that are by nature brief and simple.”212  
 We have already proven through eyewitness accounts and trombone-specific 
sources that trombonists needed to know how to embellish music as well as singers. 
Sources per ogni sorte di stromenti also provide techniques that are applicable to 
trombone performance practice. Indeed, the introduction to Ganassi’s treatise summarizes 
this well: “The Book entitled FONTEGARA which teaches how to play the recorder 
(flauto) with all the skill this instrument demands, and also the ornamentation and 
divisions suitable to wind and stringed instruments as well as to those who delight in 
singing.”213 If the reader takes this quote at face value, the ornaments contained inside 
Ganassi’s manual — which range from the very simple to the virtuosic — are playable 
on wind instruments, including the trombone.  
 This is corroborated by Rognoni’s statement in his own diminution manual, 
                                               
212 Ganassi, Fontegara, 15. 
213 Ganassi, Fontegara, 7. 
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quoted earlier, that trombonists could produce “as many pitches as a man wants to 
execute with the embouchure.” Combined with eyewitness accounts of accomplished 
trombonists and the written-out ornaments in music by Monteverdi, Gabrieli, and others, 
it is easy to establish that the ornamentation exercises in the diminution manuals must be 
applicable to trombonists. 
 As such, the rules for tasteful embellishment also must apply. While the art of 
ornamentation and improvisation takes years to master, and has itself evolved over the 
course of the Renaissance and Baroque periods, it is nevertheless useful to understand its 
basic principles. Virgiliano provides the simplest and most usable rubric in Il Dolcimelo. 
His ten rules for ornamentation emphasize consonance on strong beats, dissonance on 
weak beats, proper use of leaps and stepwise motion, the avoidance of voice-crossing, 
and most importantly, the preservation of the underlying melody.214  
 Diruta’s rules for diminution are similar. Stylistically, he urges the player to 
emphasize the notes of the underlying chanson by slightly lengthening the melodic notes. 
Like many other early modern writers, Diruta emphasizes tastefulness. The 
ornamentation should never be so elaborate that the melody is erased, and the player 
should take care to follow the rules of counterpoint so consonance might be preserved.215  
 Diego Ortiz’s diminution manual for the viol, Trattado de Glosas (Rome, 1553), 
correlates with the aforementioned writers. Trattado contains many ornamentation 
patterns, including fully-composed diminutions, for a range of madrigals and ground 
                                               
214 Virgiliano, Il dolcimelo, trans. Honea, 5.  
215 Diruta, Il transilvano, 23-24, 31. 
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basses. In fact, many of the manuals per ogni sorte di stromenti contain drills and etudes 
that combine these styles of early modern ornamentation. The writers instructed their 
pupils to practice the patterns over and over until they were memorized, much as today’s 
jazz musicians might practice patterns for improvisation. Indeed, Praetorius emphasized 
this need: “Fledgling students of this art [of embellishment] should begin first with the 
simple passaggi and then gradually and diligently practice the broken ones full of fusas 
[eight notes] until they finally arrive at those with semifusas [sixteenth notes] and can 
manage to perform them.”216 
 Modern trombonists who are serious about learning the art of ornamentation and 
embellishment would benefit from this sort of practice, which can be done on modern 
trombone or sackbut. The use of the fully composed diminution etudes is also helpful for 
the internalization of these ornamentation patterns and their uses in the context of 
Renaissance music. By practicing them, the trombonist can begin to adopt many of these 
patterns for use in performance. 
 
Historical Tuning 
Bermudo wrote, “What the ear accepts as consonance is largely a matter of 
conditioning.”217 In keeping with this, many trombonists have internalized modern tuning 
systems, especially equal temperament.218 Playing Renaissance music with a historically 
                                               
216 Praetorius, Syntagma Musicum III, 220. 
217 Stevenson, Juan Bermudo, 52. 
218 For deeper explorations of early tuning systems and modern adjustments, see Ross Duffin, How 
Equal Temperament Ruined Harmony. 
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informed approach requires the trombonist to adopt just and meantone tuning systems to 
achieve the purest consonances possible.  
 Prior to this instruction, we have observed that the sources per ogni sorte di 
strumenti usually contain information about other instruments that is transferable to the 
trombone. Tuning is the only subject in which the opposite occurs: the chromatic 
trombone, an “alterable,” instrument, is held up as an ideal example for perfect 
intonation. Even Agazzari, who disdains wind instruments, concedes that the trombone is 
exempt from prejudice:  
I will not talk about [wind instruments] (except the organ), since they are not 
used in good and sweet ensembles, because they merge little with string 
instruments, and because of the altering [of pitch] due to the human breath. 
Nevertheless one uses them in loud and big ensembles. And sometimes the 
trombone is used in small ensembles as double-bass, together with small 4 foot 
organs. This might be because the trombone is well played and sounds good–and 
this is common sense–since alone, these instruments can be played excellently by 
a masterly hand, or it might be in order to improve an ensemble.219 
 
 The phrase “good and sweet ensembles” is telling. As established in Chapter One, 
“sweet,” “harmonious,” and similar words refer to consonance and purity of intonation 
— particularly thirds, in the case of Renaissance music. Agazzari specifically refers to 
organs and fretted string instruments, which have fixed intonation. Fixed intonation 
required the necessity of tempered scales, i.e. meantone tuning systems, to preserve pure 
consonances. In turn, trombonists were required to internalize these tuning systems, 
which allowed the players to instinctively alter pitches with the slide to match the 
temperament of the fixed instruments in their ensembles. This technique gave 
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trombonists the ability to spontaneously produce tones that would function purely and 
properly in each mode.  
 This adaptation is required in both consort and solo playing, including 
diminutions. Trombonists must be just as sensitive to consonance and dissonance in solo 
playing as in ensemble playing. Linear intervals, even without accompaniment, must be 
played as purely as possible without straying from the music’s underlying mode. In 
comparison to equal temperament, minor thirds will be wider and major thirds will be 
narrower. Sharp notes — including “leading tones” — should be lowered. Flat notes 
should be raised. Players must be able to hear the difference between diatonic and 
chromatic semitones — i.e. semitones that occur as a natural progression in a mode must 
be wider than semitones that occur outside the mode as a result of a raised or lowered 
note.220  
 While this can seem counterintuitive, it is helpful to realize that many brass 
players are used to playing in unaccompanied consorts, which can make the application 
of historical temperaments easier to understand. Brass quintets, orchestral sections, and 
brass choirs often instinctively tune pure intervals using a modified version of just 
intonation, which is also a historical tuning system that emphasizes pure consonances and 
is appropriate for Renaissance consort playing.221 Nevertheless, it is no less important for 
trombonists to be aware of the tendencies inherent in early modern tuning systems, as 
they are part of the language of historically informed trombone playing. 
                                               
220 Further discussion is found in Duffin, How Equal Temperament, 555 and 1878, Kindle edition. 
221 This is immediately apparent upon listening to any modern recording of unaccompanied brass 
ensembles. 
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 Fig. 4.4 demonstrates the differences in intervallic relationships between equal, 
1/4 Comma, and Just tuning systems as applied to the opening passage of “Ancor che col 
partire,” one of the most popular underlying melodies for the diminutions. Trombonists 
will note the differences between the different types of thirds and fifths, as well as the 
lowered G sharp at the cadence. 
 
Fig. 4.4: “Ancor che col partire,” Cipriano de Rore; differences between intervals in 
equal, just, and 1/4 comma meantone tuning systems, measured by cents.222 
  
Grace 
Chapter One has already addressed the technique of sprezzatura in relation to the vocal-
instrumental ideal. We have also established the importance of this concept in historically 
informed trombone playing by reviewing eyewitness accounts, trombone-specific 
resources, vocal treatises, and sources per ogni sorte di stromenti, particularly the 
diminution manuals by Ganassi, Bassano, Dalla Casa, and the Rognonis. 
 It is worthwhile simply to reiterate that this final element of the vocal-
                                               
222 See Ross Duffin, Equal Temperament, Kindle Edition, 2029, for just intervallic relationships, and 
Duffin, “Tuning and Temperament,” A Performer’s Guide to Renaissance Music, ed. Jeffrey Kite-
Powell, 2nd ed. (Bloomington, Indiana University Press, 2007), 279-289, 282. See also Barry Truax, 
Handbook for Acoustic Ecology, 2nd ed. (Cambridge Street Publishing, 1999), accessed 12/26/2017 
<https://www.sfu.ca/sonic-studio/handbook/Just_Tuning.html>. 
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instrumental ideal is as important for trombonists as it is for vocalists, and that it is the 
glue that holds all of the above techniques together. The trombonist may have a perfect 
grasp of physical technique, a full understanding of early modern tuning systems, a 
complete knowledge of early modern embellishments, and the ability to adhere to the 
appropriate tactus for any piece of music. Without exhibiting sprezzatura, however, the 
player will not achieve the fifth expressive tool: grace. Trombonists must make all of 
these techniques appear easy and effortless. Fast passages must be light and vivacious, 
harmonies must be sweet, articulation must be as varied and supple as the graces of a 
virtuoso singer. To return finally to Castiglione, the trombonist, like the singer, must 
…practice in all things a certain sprezzatura, so as to conceal all art and make 
whatever is done or said appear to be without effort and almost without any 
thought about it. And I believe much grace comes of this: because everyone 
knows the difficulty of things that are rare and well done; wherefore facility in 
such things causes the greatest wonder; whereas, on the other hand, to labor and, 
as we say, drag forth by the hair of the head, shows an extreme want of grace, 
and causes everything, no matter how great it may be, to be held in little account. 
Therefore we may call that art “true art” which does not seem to be art; nor must 
one be more careful of anything than of concealing it, because if it is discovered, 
this robs a man of all credit and causes him to be held in slight esteem.223
 
                                               
223 Castiglione, Il Cortegiano, as translated in Wind, Jacob van Eyck, 660. 
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CHAPTER 5 
Practical Applications: How to Play the Diminutions 
Using the sources and information provided in the previous chapters, it is now possible to 
produce a modern method for the study and performance of the diminutions in this 
collection. Using two example diminutions — one texted and one untexted — I have 
provided descriptions and illustrations for the application of these early performance 
practice techniques. These instructions are applicable to modern trombone and sackbut 
study, and can be easily integrated into mainstream curriculums. 
 For both example diminutions, players should refer to the diagram of the Five 
Expressive Tools for the trombone. For teaching purposes, each tier of the diagram has 
been broken down into specific steps and sub-steps. Each of these steps is described and 
applied to the example diminutions. Teachers and students should refer to the steps in the 
diagram as a basis for studying all of the diminutions in this collection. 
 
Fig. 5.1: Five Primary Expressive Tools III: Trombone Diminution Hierarchy  
 
Step 1. Internalizing the Underlying Melody 
TROMBONE MUSIC=SONG/RHETORIC 
| 
Step 2. The Five Expressive Tools 
2A. Dynamics | 2B. Ornamentation | 2C. Intonation | 2D. Tempo | 2E. Grace 
| 
Step 3. Adding the Embellishments 
3A. Slow Practice | 3B. Tactus & Rhythmic Variation | 3C. Varied Articulation | 3D. 
Breath Control and Embouchure | 3E. Rules for Embellishment | 3F. Historical Tuning
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EXAMPLE 1. GIOVANNI BASSANO, “ANCOR CHE COL PARTIRE,” TEXTED 
DIMINUTION 
 
Step 1. Internalizing the Underlying Melody 
As per the diagram, the piece in consideration must be viewed as song or piece of 
rhetoric that expresses an emotion or idea. In the case of “Ancor,” the text describes love 
and longing. The narrator feels anguish when he parts from his lover, but the bliss of the 
return is so sweet that he is willing and ready to bear this torment a thousand times over. 
Like many Italian madrigals, the text expresses an oxymoron: a combination of happiness 
and anguish, a bittersweet longing.224
Ancor che col partire 
Io mi sento morire 
Partir vorrei ogn’hor, ogni momento, 
Tant’è il piacer ch’io sento 
De la vita ch’acquisto nel ritorno. 
E così mill’e mille volt’il giorno 
Partir da voi vorrei, 
Tanto son dolci gli ritorni miei. 
 
 
Even though in parting 
I feel that I am dying 
I would like to leave every hour, every 
moment, 
so much is the pleasure that I feel 
from the life that I gain upon the return. 
And so a thousand, thousand times each 
day 
I would part from you, so sweet are my 
returns.
 
 Judging from the amount of diminutions on “Ancor”  in this collection alone, it is 
clear that Renaissance musicians knew and loved this song. Indeed, sixteenth- and 
seventeenth-century musicians would likely have been familiar with all of the melodies 
used in the diminutions, since they were the equivalent of our modern popular music. 
                                               
224 Laurie Stras argues that D’Avalos’s poem is thinly veiled sexual innuendo. “Introduction: 
Encoding the Musical Erotic,” in Eroticism in Early Modern Music, ed. Bonnie Blackburn and Laurie 
Stras (New York: Routledge, 2015), 9-10. 
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This familiarity would have informed the musical choices of the players. Likewise, 
modern trombonists and sackbut players must also familiarize themselves with these 
melodies. Techniques for internalizing them include playing, singing, and —  in ideal 
circumstances —  memorization of the tunes. After internalizing both the melody and the 
associated emotions and ideas, the trombonist can then use the five expressive tools to 
communicate them the way a singer would.  
 Fig. 5.2 contains an illustration of the unadorned melody by Cipriano de Rore, 
which is used as the skeleton for Bassano’s diminution. The trombonist should speak the 
text out loud, noticing the syllabic emphases of the words. Ask the following questions: 
What is the strongest word of each sentence? The second strongest? What are the weak 
syllables?  
 In “Ancor,”  the strongest and heaviest point of the first phrase occurs on the 
second syllable of partire. The weakest emphases occur on che, col, the first syllable of 
Ancor, and the last syllable of partire. Within the sentence, there are variations of 
stronger and weaker syllables, as illustrated by the graph in Fig. 5.3. This graph reveals 
specific patterns of emphases in lines of text. These patterns are consistent throughout the 
entire madrigal, and they reveal regular, nested hierarchies in each phrase. I will refer to 
these patterns to as “phrase arcs,”  in which the largest arc is the full line of text, and the 
smallest arcs are the individual syllables, as illustrated in Fig. 5.4. 
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Fig. 5.2: “Ancor che co’l partire,” unembellished melody.  
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Fig. 5.3: Pattern of emphasis in a phrase of text 
 Phrase arcs can be used to decide the musical emphasis for the underlying melody 
of the piece. Matching the heaviest and lightest text emphases to corresponding spots in 
the music directly informs the musical phrasing. It also confirms the arc shape —  
weak/strong/weak —  of Renaissance musical phrasing as a whole (Fig. 5.4, 5.5). Phrase 
arcs can be used to form an interpretational “skeleton”  for any piece of texted music —  
and some untexted music. Using this skeleton, the five expressive tools can be used to 
form a complete historically informed approach to the music.
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Fig. 5.4: First phrase of “Ancor,” with text-based phrase arcs. Curved lines 
represent phrase arcs, with the most emphasis at the highest point of the curve. U-
shapes above notes represent unstressed syllables. Tenuto markings represent 
stressed syllables.  
Fig. 5.5: A text phrase of “Ancor,” with phrase arcs and the implied dynamic 
associations.  
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Step 2. Applying the Five Expressive Tools to the Underlying Melody 
2A. Dynamics 
Dynamic variation can be applied in moderation to the diminutions, using the text and 
phrase arcs as guidelines. Typically, the tops of phrase arcs —  where the text is strongest 
—  contain the most dynamic emphasis. Likewise, the player should use softer dynamics 
in areas of less textual emphasis. Fig. 5.6 illustrates a possible dynamic scheme for the 
first two phrases of “Ancor.”  Notice the the nested phrase arcs and the associated 
dynamic hierarchy. The larger phrase arcs match the first line of dynamics and receive 
the dynamic priority. The smaller, nested phrase arcs match the second line of dynamics, 
which should come across as inflections within the greater dynamic scheme. 
 In other words, each phrase should give the impression of steadily building in 
emphasis until the top of the phrase arc, or the second syllables of “par-TI-re”  and “mo-
RI-re.”  Within that steady build, trombonists should add inflections to the notes in 
keeping with the textual underlay. For example, the word che occurs in the middle of the 
phrase, while the energy is steadily building to par-TI-re. However, che is an unimportant 
and deemphasized word. It must therefore be played with a lighter emphasis than the 
surrounding words, especially the very important, highly emphasized anCOR. Rore helps 
us with this by putting the word che under a quarter note, as opposed to a half or whole 
note. Indeed, it can be helpful to note that shorter note values —  quarters, eights, 
sixteenths, etc.—  often receive less emphasis than half notes, whole notes, and breves. 
While there are certainly exceptions, knowledge of this rule can help the player even in 
untexted music. 
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Fig. 5.6: Dynamic applications for a phrase of “Ancor” 
 
 As the example makes clear, dynamics in Renaissance music must have a clear 
direction —  the music is always going or coming away from a specific point, fluctuating 
like the voice of an orator to emphasize high and low emotional moments. This is much 
different than the uniformity demanded of orchestral brass playing, where consecutive 
notes in a phrase need to sound the same from beginning to end. 
 Trombonists should also remember to avoid harsh, brassy, “vicious” dynamics. 
Players should use choose a moderate dynamic as a baseline, such as a mezzo piano or 
mezzo forte (to speak in modern terminology). This baseline dynamic should consider the 
performance venue for the piece. Is the performance in a house? A large, acoustically 
“wet”  room? The sanctuary of a church? The trombonist must tailor the dynamic choices 
for each venue in order to make the listening experience pleasant for the audience. 
 Dynamics can also be used as ornaments, particularly on longer notes. For 
example, the player might wish to “spin”  a longer note that occurs during a point of 
tension —  at a cadence, for example. This could mean a subtle crescendo —  emphasis on 
subtle! —  through the length of the penultimate note of the cadence, before floating 
delicately and softly off the final note. Indeed, the final note of the cadence is nearly 
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always softer than the penultimate note in Renaissance music unless it is unquestionably 
declamatory —  e.g., ending with an exclamation point or a particularly strong syllable. 
The phrase arcs demonstrate the reason for this: most sentences do not end with a strong 
syllable, and therefore do not end with a loud final note. Instead, the player should play 
the loudest at points of harmonic tension or strong syllables of text —  whichever has the 
greatest priority in the context of the phrase. 
Fig. 5.7: “Ancor” cadence. Arrows signify dynamic direction for single syllables of 
text. 
 
 Trombonists should also be aware of dynamic direction associated with melismas. 
Notice the arrows in Fig. 5.7. While crescendos and diminuendos give a rudimentary idea 
of dynamic flow, players should also be aware of the forward motion that occurs when 
several notes are placed over a single syllable of text. Moments of high harmonic tension  
—  often in the form of suspensions — can span several notes. When this happens, 
particularly in approaches to cadences, the player should emphasize both the syllabic and 
harmonic action by keeping the dynamic motion moving until the end of the phrase arc 
occurs. I purposely use the phrase “dynamic motion,”  and not simply “crescendo,”  to 
emphasize the subtlety of what is happening in these moments: a steady, but extremely 
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minute, increase in sound and energy through the entire phrase arc, letting up only for the 
weaker ornamental quarter notes. 
 It can sometimes be tempting for trombonists to overcompensate for these subtle 
dynamic fluctuations by “blooming” on each note (Fig. 5.8). While certain ornaments — 
such as the messa di voce and accento — do make use of strong dynamic changes within 
single note, they are used extremely sparingly, and are more stylistic in the later 
diminutions (Bovicelli’s, for example). Even then, these ornaments should be avoided on 
consecutive single notes, particularly shorter note values. All dynamic fluctuations, even 
ornamental dynamics, should match the phrase arcs associated with the text. 
 
Fig. 5.8. Incorrect application of dynamic ornaments on a phrase of “Ancor”
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2B. Ornamentation 
Teaching the art of ornamentation is not the main purpose of this collection. 
Nevertheless, ornamentation is inextricably connected with early modern performance 
practice. The nature of the diminutions —  combinations of embellishments that form 
fully composed pieces —  were originally used as tools to teach ornamentation and 
improvisation. This collection expands their pedagogical uses, but we can still use them 
for this purpose, as well.  
 Step 2B merely requires the trombonist to observe —  not play —  the 
embellishments. Some are longer, more virtuosic passaggi; some are shorter and simpler; 
some go by leaps, and some by step. The trombonist should be aware of the placement 
and usage of the ornaments. For example, some are used to fill notational leaps in the 
original melody. Some add interest to longer notes. Some of them embellish stepwise 
motion, and some are used to highlight a particularly important area of text or emotional 
tension. Cadences are a particularly ripe spot for ornamentation because of their intrinsic 
harmonic motion – i.e., the movement from a point of strong harmonic tension, or 
dissonance, to the release found in the consonant resolution. Fig. 5.9 demonstrates several 
specific uses for ornamention in “Ancor.” 
 
2C. Intonation 
As established in previous chapters, the trombone is a special instrument because of its 
chromatic capabilities and its ability to play perfectly in tune. When approaching the 
diminutions, the player should strive for this high standard. The internalization of 
   
135 
historical tunings can help with this. Techniques for mastering these tunings are 
described in Step 4. 
 
Fig. 5.9: Specific uses for ornamentation in “Ancor.”
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2D. Tempo 
Choosing an appropriate tempo is imperative for a historically informed performance of 
the diminutions. Trombonists should consider the following factors: 1) The “beats”  in 
Renaissance music —  called the tactus —  occur on larger note values than in modern 
performance practice. Trombonists may be used to attaching one beat to one quarter note 
and beating four quarter notes per bar. In Renaissance music, the tactus occurs over a 
much longer period of time, often on whole notes or even breves, and barring as a 
rhythmic device is rare. 2) The tempo should be slow enough so that the words —  if 
spoken —  will be clearly understood, and quick enough so that the music does not 
become bogged down. It can be helpful to sing or say the text to determine which speeds 
make sense. 3) Trombonists should remember the mood of the piece. For the bittersweet 
affect of “Ancor,”  the player should take care not to pick a tempo that is too spritely or 
funereal. 4) Remember the tempos associated with early modern music as described by 
Praetorius, Buchner, and others: the average speed of many works was associated with 
the average person’s pulse or walking pace. While not an exact measurement, this is a 
good middle ground to start from. The player may then adjust the tempo to match the 
mood and music. 
 
2E. Grace (Grazia) 
The concept of Grace, or grazia, culminates and combines the previous four expressive 
tools. Grace can be used to make all of the all forms of expression look and sound 
natural. Whether the player is using a modern trombone or sackbut, the trombonist should 
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strive for a vocal, beautiful sound and flowing, natural phrasing. Trombonists should use 
techniques associated with sprezzatura to succeed in portraying a graceful performance 
of the diminutions. Good posture is important, and the body should be relaxed and devoid 
of tension. Movement while playing is acceptable, as long as it is graceful and not jerky 
or distracting in nature. Athleticism is discouraged —  as in the case of the ballet dancer 
or the figure skater, the player must give the impression that even the most virtuosic 
music is graceful, elegant, and easy.  
 A successful performance of the diminutions will communicate the ideas and 
emotions behind the original melody. To paraphrase Ganassi, the trombonist must 
express speech through the horn. This can be a literal interpretation using textual phrasing 
and articulation, as well as a broader musical communication of emotions through 
appropriate tempo, affective dynamics, good intonation, ornamentation, and grace. 
 
Step 3. Adding the Embellishments 
Once the player has applied the five expressive techniques to the underlying melody, it is 
time to add the embellishments. When the ornaments are added, trombonists should take 
the utmost care that the embellishments do not overshadow the original chanson. It can 
be tempting to emphasize the fast notes, but players should resist that temptation! They 
are secondary to the melody and must be played that way. This means the 
embellishments must be light and graceful; they must give the impression that they are 
“floating”  off the main tune. It can be helpful to add weight or a minute lengthening to 
the melodic notes for emphasis, making sure not to slow the tempo or deviate from the 
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larger tactus. 
 The below instructions use the techniques described in trombone-specific sources 
and writings per ogni sorte di strumenti to describe this process for “Ancor.”  These steps 
are also outlined at the base of the Five Expressive Tools diagram, as well as illustrated 
in Fig. 5.16. 
 
3A. Slow Practice 
As the writers specified, the trombonist must perform the diminutions as quickly as 
possible while maintaining accuracy of execution. For practice purposes, the etude may 
have to be slowed down for accuracy. While this advice seems unnecessary and 
rudimentary, it is important to acknowledge that slow practice had as much value in early 
modern pedagogy as it does today.  
 As the trombonist practices the diminution, they must maintain the emphasis of 
the larger tactus, as described below. Equally importantly, the underlying melody must 
remain the point of emphasis. To accomplish this, it is helpful to put a metronome on that 
emphasizes the overarching tactus. This brings us to the next step. 
 
3B. Tactus and Rhythmic Variation 
As discussed above, a tempo should be chosen that is appropriate for the text. It should 
also be slow or fast enough to achieve accuracy and grace. Choosing a tempo accurately 
requires an understanding of tactus and proportions. 
 To do this, the trombonist must observe three things: the mensural sign or time 
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signature, the note values of the original melody, and frequency of harmonic and textual 
emphasis as demonstrated by the phrase arcs. Observations of our “Ancor” example 
reveal a  symbol, an underlying melody of half notes and whole notes — with a few 
ornamental quarter notes thrown in — and phrase arcs which reveal harmonic emphases 
on the strongest syllables of text, which occur at approximate whole note intervals 
(Fig.5.10). 
 
Fig. 5.10: Harmonic changes under a phrase of “Ancor” 
 
 As described in Chapter 4, the mensuration sign is not always a reliable indicator 
of tactus and proportions, since it is used and interpreted differently according to 
composer, region, and date. However, if we are using Praetorius’s instruction that  is 
faster than , it is possible to determine that the notes move by fairly quickly, perhaps 
on the upper end of the tempo ordinario, i.e. a little faster than a person’s average pulse 
or walking speed. 
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 The question remains, however: which notes receive the emphasis? If the 
trombonist goes by Erig’s distillation of various early modern writers, the  indicates 
one tact for each breve, or double whole note. Each tact contains two motions of the 
hand: one up and one down, or one stroke for each whole note, with the first whole as the 
strongest.  
 Fig.5.11 uses up and down arrows to demonstrate this concept. The student 
should practice singing or saying the rhythms while beating the tactus with the hand. 
Even a cursory sing-through of the below example reveals musical inflections that would 
not be apparent with the modern custom of beating time using smaller note values: 
syncopations are emphasized, strong syllables sound stronger, weak syllables sound 
weaker, and a sense of linear motion is revealed. 
 Erig’s MM30 has been given as a baseline reference point for many of the 
diminutions in this collection, but this can be slowed down or sped up as needed, as 
discussed previously. Ideally, a successful performance of the diminutions will use a 
tempo that encourages accuracy, efficient breathing, and flowing, graceful lines — or, as 
Cerone put it, “dexterity, speed, clarity, and time.” 
 Now that the tactus and tempo for “Ancor” have been determined, we can begin 
to play with internal tempos as described in Chapter 4. Using the advice of Sancta Maria 
and Vicentino, the player may slightly vary the lengths of notes “so as to show the effects 
of the passions and the harmony.”225 This can be done by slightly lengthening important 
                                               
225 Vicentino, Ancient Music, 301. 
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notes, such as those of the main melody; by using varied articulation to bring out strong 
and weak notes in a phrase; and by adding minuscule delays or lifts at important textual, 
melodic, and harmonic points in the diminution. 
 
Fig.5.11: Illustrations of tactus hand motions underneath a phrase of “Ancor”  
 As Sancta Maria notes, it is extremely important that none of the above 
techniques be exaggerated —  the variations must be extremely subtle, i.e. “a little,”  
because too much delay causes a great lack of grace and ugliness in the music.”  The 
student must also remember that the music is “bound to the tactus”: the tactus never 
deviates.226 Therefore, any fluctuation must always contain equivalent adjustments so that 
the tactus does not arrive late or early, and the musician does not give the impression of 
rushing or dragging. 
  
                                               
226 Sancta Maria, Libro Llamado, 6. 
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Fig. 5.12: Suggested internal tempo variations for a phrase of “Ancor.” 
 
 Fig. 5.12 shows an emphasis on the first syllable of sento and the second syllable 
of morire. The trombonist may wish to slightly lengthen the emphasized syllables, 
indicated by backward arrows. The rest of the ornament should be light, graceful, and 
slightly hurried to make up for the fraction of lost time. The lengthening of the first notes 
followed by the subtle tumbling forward of the rest of the embellishments results in 
stylish ornaments that stay within the bounds of the tactus. 
 
3C. Articulation 
As discussed in the previous chapters, a historically informed performance of the 
diminutions will integrate paired articulation. This will result in a strong-weak pattern of 
emphasis for notes in the passaggi. 
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 There are various ways to accomplish this. On a sackbut, the player will be able to 
use subtler articulation forms: le-re, te-re, de-re. On a modern trombone, the rounded 
mouthpiece will cause these subtle consonants to be lost. To compensate, the player will 
have to articulate more strongly, particularly on the first syllable of the pair. Possibilties 
are “te-de, te-de, te-de,”  for lingue dritte, and “deddle, deddle, deddle”  —  essentially 
doodle tonguing—for the more challenging lingua di gorgia. The player should practice 
these techniques slowly on single notes and scales, gradually upping the tempo as the 
techniques become second nature (See Fig. 5.13). 
 
Fig. 5.13: Suggested articulation syllables for “Ancor,” performed with paired 
tonguing 
 
 In a texted diminution such as “Ancor,”  the player should also be aware of textual 
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emphasis. For example, a new strong syllable should occur after a period or comma in a 
sentence, and harder articulation could be used to match harder consonants. Fig. 5.14 
shows two possible articulation schemes for the modern trombonist. Notice the stressed 
syllables on CO-si, MIL-le, VOL-t[e], GIOR-no. Bassano has anticipated the first syllable 
of mille when it occurs on the second measure of the example. The player should 
articulate the anticipatory ornament as a “pickup”  to the dotted quarter note A, rather than 
attaching it to the quarter note B of “cosi.”  This results in a stronger, more weighted A, 
and lighter surrounding ornaments. 
 
Fig. 5.14: Details of stressed and unstressed syllables with suggested articulation 
schemes for modern trombone. 
 
 The player should also be mindful of not falling into the “black notes trap,”  when 
practicing articulation. Remember that the fast notes are secondary to the underlying 
melody. Therefore, the fast passages should be light and graceful, floating delicately off 
the notes of the original tune. A good analogy is the comparison of the ornaments to the 
sea foam on ocean waves. If the waves are the melody, rising and falling according to the 
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text and phrase arcs, the ornaments are the foam —  floating, sparkling, and lifting off the 
waves.227 
 As the player becomes more familiar with Renaissance articulation and phrasing, 
he or she can begin to vary the tonguing according to personal taste, as long as it makes 
sense with the text and harmony of the piece and promotes graceful phrasing. 
 
3D. Breath and embouchure control 
Breathing and embouchure techniques fall into the category of basic trombone 
fundamentals, and training in that area is not the purpose of this method. I have included 
the primary source references to these concepts in previous chapters to demonstrate an 
important observation: the basic physical training of early modern trombone players 
likely did not differ much from today’s. Because of this, players should not need to 
change their basic fundamentals when playing early music on the modern trombone, even 
while they adopt earlier musical styles. 
 The only piece of stylistic advice on this topic relates to phrase planning, which is 
also connected with the topics of tactus and tempo. Ideally, players will be able to breathe 
efficiently enough so that long phrases are not broken and sentences are not chopped in 
half. The ocean analogy works well here, too. The airstream should function like the 
depths of the sea: continuous and unbroken beneath the swells of the waves (the phrases) 
and the sea-foam (the ornaments). Fig. 5.15 illustrates the correct places to breathe 
                                               
227 This analogy is paraphrased and adapted from one given in a lesson by sackbut specialist Greg 
Ingles. 
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between phrases of “Ancor.” 
 
Fig. 5.15: Suggested breathing spots in a section of “Ancor.” 
 
 In keeping with Renaissance and early Baroque pedagogy, the player should take 
care not to push “vicious”  streams of air through the trombone, causing a brassy or overly 
brilliant sound. Rather, the air stream and volume of air should encourage a full, warm, 
vocal timbre. The modern trombone will accomplish this at a louder volume than a 
sackbut, and this is acceptable —  the player may play fully and roundly without 
becoming ugly or harsh. Conversely, the opposite must be avoided, as well: a weak or 
strained tone quality, as a result of insufficient air, will not contribute to a vocal timbre. 
 
3E. Rules for embellishment 
In this collection, the embellishments are already written. As the player practices the 
diminution, the ornaments will start to become familiar and internalized. As the student 
becomes more advanced, he or she can begin to apply the ornaments in a more 
improvisatory way. This can be done by improvising new ornaments over the original 
melody, taking care to preserve the rules for leaps, steps, and consonant intervals. For 
more advanced study of those rules, the student should consult the diminution treatises 
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themselves, many of which have been published in modern editions. The treatises contain 
collections of individual ornaments that can be practiced and memorized for the purpose 
of learning Renaissance improvisation. 
 
3F. Historical tunings 
To truly become the adaptable instrument praised in the treatises of Bottrigari, Agazzari, 
and others, trombonists must be able to play the diminutions in tune. This requires 
knowledge of historical tunings. 
 To practice this, the trombonist should find the mode and pitch center of each 
diminution. From there, the student will be able to determine the tuning relationships to 
each note. To demonstrate, “Ancor”  is in the Phrygian mode (Modes 3-4), transposed 
down a fifth in this edition, with the final note on A. Knowledge of the sounds and 
interval patterns of Renaissance modes can be helpful for internalizing the characteristic 
sounds of sixteenth-century music, much like memorizing major and minor scales are 
helpful for determining the key and tonality of later works. In turn, this helps to hone the 
player’s sense of intonation.  
 Using the basic tuning rules described in Chapter 4, the player will be able to 
determine the proper tuning placement of the notes in the exercise. For example, G sharps 
will sound lower than the G sharps in a modern minor scale, thirds will be pure, etcetera. 
It is sometimes easiest to begin with a drone and a meantone tuner to internalize the pitch 
relationships. In the case of “Ancor,”  a drone can be set to A while the player practices 
the diminution, paying attention to the tuning of each interval. A tuner set to quarter-
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comma meantone temperament can also be helpful as a visual guide to note placement in 
historical temperaments. Students should avoid using pianos as tuning tools, since they 
are tuned in equal temperament and are therefore inaccurate references for historical 
tunings. 
  
Fig. 5.16: Visual representation of combined suggested performance techniques for 
“Ancor,” incorporating the Five Expressive Tools. 
  
   
149 
EXAMPLE 2. DIEGO ORTIZ, “RECERCATA SECONDA SOBRE EL 
PASSAMEZZO MODERNO,” UNTEXTED DIMINUTION 
 
Step 1. Internalizing the Underlying Melody 
An argument could be made that untexted diminutions fall outside the vocal-instrumental 
ideal because they do not express words, and therefore cannot express a specific 
emotional idea. It is true that diminutions formed around ground bass lines are not meant 
to communicate specific rhetorical devices such as the “bittersweet longing”  found in 
“Ancor.”  Nevertheless, the trombonist must undertake the same steps as he or she would 
take when performing a texted diminution. This is confirmed by Ortiz, who does not 
differentiate between musical styles in texted madrigals or ground bass lines (“plain 
songs”).228 And indeed, the untexted lines do have specific origins that the trombonist can 
use as the basis for the communication of a musical idea and manner. An observation of 
“Recercata seconda”  reveals that Ortiz has based his diminution on a common sixteenth-
century ground called the passamezzo moderno, which takes the place of a texted 
madrigal for providing a melodic skeleton. The piece is composed in the style of a 
galliard, a lively Italian dance in six steps set in triple meter, with the heaviest emphasis 
on the fourth step. With this idea in mind, the trombonist can go on to apply the five 
expressive tools and their associated techniques. 
 In untexted diminutions, the player must rely solely on the melody, harmony, and 
tactus to create phrase arcs. In the case of “Recercata Seconda,” the most important 
                                               
228 Ortiz designated separate categories for diminutions based on texted and untexted melodies. 
However, the differentiation is not in musical style, but in the manner of playing different voices with 
or without accompaniment.  
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element is the ground bass line. Similar to “Ancor,”  the player should sing and play the 
ground bass to become familiar with it. The trombonist should observe the melodic, 
harmonic, and rhythmic direction, asking the following questions: where is the height 
each phrase arc? Where is the harmonic or melodic tension? Where does this tension 
resolve? 
 In the case of the Ortiz, the passamezzo pattern repeats throughout the diminution 
(Fig. 5.17). Using the idea of the galliard, the trombonist can once again use nested 
phrase arcs to illustrate the points of emphasis in the ground. Notice that even without 
text, the final note of the overarching phrase is still deemphasized, forming a sentence-
like structure (Fig. 5.18). 
 
Fig. 5.17: Passamezzo moderno, as written by Ortiz. 
 
Fig. 5.18: Phrase arcs applied to “Recercata seconda.” 
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Step 2. Applying the Five Expressive Tools to the Underlying Melody 
2A. Dynamics 
The player should observe the rules of dynamic moderation, venue adjustment, and 
phrase arc shaping as described above. Well-placed dynamic fluctuations can greatly 
increase the excitement and tension in an untexted diminution. Fig. 5.19 suggests a 
possible dynamic scheme for “Recercata seconda,”  with the overarching dynamic 
matching the largest phrase arc. Overall, the player should gradually increase the energy 
throughout the phrase, releasing at the final note. 
 
Fig. 5.19: Suggested phrase arcs and dynamic scheme for “Recercata Seconda.” 
 
2B. Ornamentation 
Ornamentation is often more active in instrumental pieces. The player will notice more 
leaps and register shifts, since instrumentalists were considered more capable of these 
techniques than singers.229 However, the underlying stylistic principles are the same. 
Ornaments still function as the elaboration of the underlying tune —  in Ortiz’s case, the 
passamezzo ground —  and the priority must remain there. 
                                               
229 Zacconi, Prattica di musica, 13-14. 
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2C. Intonation 
There is little to add beyond what is described above. The principles for intonation 
remain the same for texted and untexted diminutions. 
 
2D. Tempo 
Similar to texted diminutions, players should choose a tempo that is slow enough for 
accuracy and fast enough for a graceful delivery of the diminutions. The player should 
also make sure that the tempo matches the character of the music. Trombonists must ask 
the following questions: how quickly do the harmonies change? What is the mensuration 
sign? What are the note values of the underlying tune, and how would these affect the 
speed of the piece? These questions in relation to Ortiz’s diminution are answered in Step 
4. 
 
2E. Grace (Grazia) 
The same principles of grazia apply to untexted music. Many untexted diminutions are 
highly virtuosic, containing more leaps and syncopations than are normally found in 
texted music. Nonetheless, the performance of them must not give the appearance of 
athleticism. Even though untexted diminutions do not provide literal words to use as 
references, the player must leave the audience with the impression that a skilled musician 
has communicated a clear emotion or idea with elegance, ease, and grace.
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Step 3. Adding the Embellishments 
The following steps describe the process for applying the five expressive tools to 
“Recercata seconda.”  Many of these steps do not differ from those applied to the texted 
Bassano diminutions, though some variation exists. The trombonist may use these 
techniques for all of the diminutions in this collection. 
 
3A. Slow Practice 
See 4A., Slow Practice, Bassano “Ancor.” 
 
3B. Tactus and Rhythmic Variation 
The original mensural sign for “Recercata seconda”  is . This symbol no longer 
appears in modern music. The circle stands for “perfect”  time, or triple meter. If a circle 
is not slashed, the tactus is on the whole note, with a half note subdivision. The hand 
would therefore beat one downstroke on the first whole note and one upstroke on the 
third whole note. However, a slash indicates a tactus on the dotted breve with a whole 
note subdivision. The hand would therefore beat a downstroke on the first of three whole 
notes and an upstroke on the second three whole notes. This usually results in a quicker 
tempo for the diminution. 
 It is worth noting that no true equivalent to the  sign appears in modern 
notation. Number signatures, while indicating subdivisions and beats per bar, do not 
adequately communicate the emphasis and direction of the . Using a signature such as 
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a 3/1 or 6/1 does not indicate that a strong beat must occur twice every six whole notes, 
with the strongest on the first group of three. For this reason, I have left the original signs, 
but have provided “translations” for this and other archaic time signatures above each 
piece in the form of tempo markings and subdivisions.   
 The same average tempos as described for “Ancor”  apply. The tactus, now a 
dotted breve, still works well at a baseline tempo ordinario. When practicing, it is 
advisable to set the metronome to this larger tactus. In fact, students should avoid putting 
emphasis on every whole note subdivision, since that weighs down the phrasing and 
prevents the lines from having direction. Longer, lighter, and more graceful phrases will 
be achieved with a dotted breve tactus (Fig. 5.20). 
 In the case of “Recercata seconda,”  trombonists may also apply rhythmic 
inflections as implied by the dance-based ground. The rhythmic structure of a traditional 
galliard is demonstrated in Fig. 5.21. The most notable element is the hemiola embedded 
in the second half of the phrase. 
 
3C. Articulation 
For paired tonguing techniques, refer to 4C., Bassano, “Ancor.” 
 While there is no text in “Recercata seconda,”  players may use the phrase arcs and 
tactus to determine the placement of articulation syllables. For example, players may 
emphasize a harmonic change by using different syllables to create direction. 
Trombonists may choose to use a harder consonant just before a harmonic or rhythmic 
change, especially at points of syncopation, which is itself a type of ornament. This 
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diminution also contains many leaps, especially between half notes and longer note 
values. Many of these can be single-tongued. Indeed, single-tonguing is often preferred 
between leaps or repeated notes, unless one of them needs to be de-emphasized, such as 
the final G of the phrase (Fig. 5.22). 
 
Fig. 5.20: Tactus and suggested baseline tempo for the first phrase of “Recercata 
seconda.” 
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Fig. 5.21: Galliard structure under “Recercata seconda.” 
 
Fig. 5.22: Suggested articulation scheme for “Recercata seconda.” 
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3D. Breath and embouchure control 
Trombonists should breathe after the harmonic and melodic resolutions, i.e., after the 
phrase arcs. Most of Ortiz’s diminutions, including “Recercata seconda,”  do not include 
bar lines. The repeated rhythm is provided by the ground bass, and no other visual aid is 
needed. Players should breathe after full phrases. In places where the phrase is elided., 
i.e., Ortiz has connected one phrase to the next with an anticipatory note or passage, the 
player should find a breathing spot at places of low harmonic or rhythmic tension, usually 
at the end of a phrase arc (Fig. 5.23). 
 
Fig. 5.23: Breath placement in “Recercata seconda.” 
3E. Rules for embellishment 
See 4E., Rules for embellishment, Bassano “Ancor.”  
 
3F. Historical tunings 
See 4F., Historical tunings, Bassano “Ancor.”
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CONCLUSION TO PART I 
 
The preceding text and the diminution collection that follows form a new trombone 
method that presents sixteenth- and early seventeenth-century performance practice in a 
manner easily adaptable by mainstream teachers and their students. The long process of 
collating the most relevant texts and music has led to some unexpected and encouraging 
discoveries. The first of these is the revelation that trombone fundamentals – air 
production, embouchure technique, slide accuracy, et al. – have changed little since the 
sixteenth century. While the instrument itself has evolved, Renaissance trombonists were 
trained very like their modern counterparts – to play in tune, in time, and with a good 
sound. This is particularly important in that it releases the trombonist from the worry that 
modern technique must be sacrificed for early style. Indeed, the two can and should 
coexist, which allows the integration of historically informed Renaissance and early 
Baroque music to be pursued freely. 
 This conclusion has implications that reach far beyond the bounds of trombone 
pedagogy. The acceptance of the idea that early modern musical style can and should be 
adopted by modern trombonists and sackbut players opens a door to early music that has 
long been shut to those who have no access to period instruments. If historical trombone 
performance practice is rarely taught in conservatories, it is even rarer in environments 
outside the specialized realm. Young trombonists in public school band programs can 
usually get their hands on popular etude books, which can be provided for them by their 
teachers or institutions; methods by Rochut, Rubank, Arban, Brown, and others are 
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commonplace and easily accessible. This is not the case for early music. If the only 
available options for historical study involve specialized teachers and specialized 
equipment – both of which can be costly – the result must naturally be that historically 
educated players end up in a small, elite pool of musicians disturbingly devoid of 
diversity. The availability of historical teaching materials in formats that are friendly to 
modern trombonists, while still remaining true to historical practices, will exponentially 
widen that pool. This will result in the inclusion of players who would previously have 
been unable to participate in the rich and growing world of historically informed 
performance. 
 This study and the resulting method have also opened the door to other research 
endeavors that have yet to be addressed in the wider trombone community. Comparisons 
of aesthetic conceptions between Renaissance and early Baroque brass playing and 
modern interpretations – specifically, the vocality of the Renaissance as opposed to the 
athleticism of the twenty-first century – provide fodder for deeper explorations of the 
stylistic gaps that have evolved in the past four hundred years of trombone training and 
general knowledge. Beyond the acknowledgment of the dearth of early modern written 
pedagogy, I have not attempted to address the path by which modern trombone aesthetics 
have strayed so far from vocality, and why there have been few efforts to retain or 
resurrect this ideal until now. However, the resulting narrowing of both knowledge and 
professional prospects for trombonists as a result of this loss begs for a new line of 
inquiry on this topic. 
 I am optimistic that this method will merely constitute a first step in the 
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integration of historical performance practice with mainstream trombone pedagogy. The 
diminutions are an ideal beginning for this process, providing a wide range of musically 
satisfying etudes for varying levels of technical ability. The internalization of historical 
techniques and vocal aesthetics associated with diminutions are applicable to much of the 
vast quantity of early modern repertoire for trombones, much of which is still being 
discovered. Indeed, even within the diminution genre there are more treasures to be 
found. While this dissertation presents a comprehensive collection of idiomatic 
diminutions from the European continent, there are yet more possibilities in the variation 
forms of English lute songs and woodwind divisions—Schop, Morley, and Van Eyck 
immediately spring to mind. I look forward to the continued discovery and publication of 
this repertoire and its associated techniques, and the resultant transformation of modern 
interpretations of early music by trombonists. Filling this knowledge gap will produce 
teachers and students who are more flexible, well-rounded, and firmly grounded in the 
important historical and technical demands of their chosen instruments.  
 It seems apt at this point to return to the words of Speer, a pedagogue who would 
– I’d like to think – approve of this endeavor. Speer wrote his own treatise generations 
after most of the diminution manuals were published, but he seemed already to observe a 
knowledge gap in his own young pupils who, he felt, were kept from learning the wind 
techniques reserved for an elite group of professionals. He considered this a great loss to 
the students and to the art of music itself. Speer invites the curious reader to delve deeper, 
and with that invitation comes the hope that his work will be accepted and indeed 
embraced by his colleagues. Speer deeply believed that making his material accessible to 
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all musicians was important and even advantageous to those already in the profession, 
writing that he hoped  
…that sensible town musicians (as I was lately one of them) will judge it fairly. It 
is not only good for their students but is to their own advantage as well, because 
through it they will spare themselves much trouble. Also, I believe that other 
people would basically like to see that this noble art of music is not to be kept a 
guild secret…230 
 
I argue that Speer’s impulse to disseminate musical techniques to a wider pool of students 
was correct, and that this historical trombone method will serve only to enhance the 
training of modern and historical trombonists. I reaffirm Speer’s assertion that “I do not 
consider myself the ultimate authority on the practice of music, though I firmly believe 
more of the essential facts of the complete knowledge of this art can and will be made 
known as the brief format of this present work will perhaps demonstrate.”231 Indeed, 
while there is much still to be discovered, the diminutions and their associated 
performance practice techniques are the first steps upon this exciting path to the 
integration of historical and modern trombone pedagogy for all trombonists.
 
   
                                               
230 Speer, Grund-richtiger, 188; trans. Howey, 139. 
231 Ibid., dedication, 3; trans. Howey, 2-3. 
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Part II - THE COLLECTION 
Introduction - Organization, Selection, and Format of the Diminutions 
 
Gathering a collection of this size introduced many challenges, but the largest by far was 
the sheer quantity of available music. The practicalities of time and accessibility, not to 
mention the impossibility of documenting every diminution, division, and ornamentation 
exercise among the hundreds of examples included in manuals and concerted music, 
initiated the need for certain constraints. The collection that follows is selected from 152 
transcriptions of diminutions from their original sources. I have taken care to preserve the 
spirit of the diminutions by altering them as little as possible, while formatting them in a 
consistent way that is conducive to productive learning. 
I have restricted this collection specifically to diminutions, which I have defined 
as pieces that contain suggested embellishments over pre-composed music for practice or 
performance. This constraint eliminates the following music: variations, which appear 
division-like but are actually composed pieces with a specific form — e.g., recorder 
variations by Jacob Van Eyck; madrigals or arias that include composed ornaments and 
graces, rather than suggested embellishments over a pre-composed tune — e.g., solos by 
Monteverdi and Caccini; and concerted instrumental sonatas such as Cesare’s La 
Hieronyma for trombone. I have also constrained the collection to solo pieces, which 
eliminates many diminution etudes for multiple instruments. 
I have selected diminutions which display specific criteria within the above 
constraints. First and foremost, all included etudes are trombone-idiomatic. In other 
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words, the etudes fit the range of a tenor trombone at A=440 Hz without an F attachment 
and without the need for a player to use extended techniques. Diminutions which require 
the trombonist to use extreme registers have not been included.  
Trombone-idiomatic diminutions also encourage correct phrasing. While 
technical passages are included, but I have excluded diminutions which require 
impossibly fast slide technique to get through complete phrases. Examples are 
diminutions which are clearly written for viol players who have no need to breathe during 
long passages of thirty-second and sixty-fourth notes.  
This collection is intended to be used by the average college trombone player. 
While some of the diminutions are advanced, I have eliminated those which require 
extended techniques and extreme feats of virtuosity. Many advanced trombone players 
may wish to seek out these diminutions to test their technical prowess, and I invite those 
players to explore the manuals themselves in more depth. 
 Finally, I have included the most musically satisfying pieces to fill out the 
collection. I have left out diminutions that are not complete pieces, which eliminated 
fragments by Praetorius and Virgiliano. I have also excluded diminutions that contain a 
large proportion of rests to notes. Finally, I have included works that are, quite simply, 
enjoyable to play and which contain the most interesting and beautiful melodies. It is my 
wish that trombonists not only learn historical performance practice, but that they enjoy 
themselves while doing so. 
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APPENDIX A 
Texts and Translations 
A la fontana (A la fontaine) 
 
À la fontaine du prés, Margot, Marguerite 
s’est baignée. 
Son ami passait par là, qui la regarde, et 
hip! 
“Belle, que faites-vous là, Margot, 
Marguerite ?” 
“J’arrose mon persinet [: persil] et ma 
souriette [: petite souris], et hip!” 
 
At the Fountain 
 
At the fountain in the meadow, Margot, 
Marguérite was bathing. 
Her lover passed there by, watching her, 
and hip! 
“My beauty, what do you there, Margot, 
Marguérite?” 
“I’m washing my parsley, and my little 
mouse, and hip!”232 
 
Ahi che farò ben mio 
 
Ahi che farò ben mio senza la dolce aita  
de tuoi begl’occhi che mi davan vita,  
come potrà mai più quest’alma trista,  
viver senza veder l’usata vista. 
 
Alas, What Shall I Do My Love 
 
Alas what will I do without the sweet help 
of your beautiful eyes that gave me life. 
How could this sad soul live any longer: 
To live without seeing the familiar 
vision.233 
 
Amor ben mi credevo 
 
Amor ben mi credevo 
ch’ambi madonna e me legati avessi 
in un medesmo laccio a fin ch’uguale 
il desir fosse e l’ardor immortale, 
ma lasso, veggo lei libera e sciolta 
da gli amorosi nodi 
ed in mille piacer ognor involta, 
ed io viepiù che mai legato e preso, 
privo d’ogni piacer, pien di tormento, 
rimango in vita della vita spento. 
 
I Believed That The Love 
 
I believed that the love 
that bound my Lady and I together 
with a single tie until our desire was the 
same and the ardor would last forever. 
But alas! I see her free and loose 
from the knots of love 
and now enveloped in a thousand 
pleasures, 
while I now more than ever remain bound 
and taken, 
devoid of any pleasure, full of torment, 
remaining alive, while my life is spent.234 
 
                                               
232 CPDL, trans. Michael Nick. Accessed 4/13/18,                                                                                   
< http://www3.cpdl.org/wiki/index.php/A_la_fontaine_(Adrian_Willaert)>. 
233 Many thanks to Siobhan Lyons for her assistance with this translation. 
234 Ibid. 
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Amor deh dimmi come 
 
Amor de dimmi come, 
sta nel cor di costei l’orgoglio e’l gielo 
D’Angio l’il viso ha pur, D’Angio l’il 
nome, 
Che se la sua nel cielo 
Non si trova pietà piu ch’in costei 
Poca sorte i la tua d’esser fra i Dei. 
 
 
Love, Tell Me How 
 
Love, ah tell me how it is that 
Her heart harbors pride and ice. 
She has the face of an angel and the name 
of an angel 
But if in the heavens above 
One finds no more mercy than in her, 
No great fate is it of yours to be amid the 
gods.235 
Amor, io sento 
 
Amor, io sent’un respirar sì dolce 
di Laura mia in questa piaggia aprica 
[ch’ancor la fiamm’antica 
nel cor si rinovella,] 
e si leggiadr’e bella 
tu me la mostr’Amore 
che di dolcezza l’anima si more. 
 
Love, I Feel 
 
Love, I feel on this desolate shore 
Laura’s breath ever so sweetly 
[that the ancient ardour 
is rekindled in my heart,] 
and you, Love, show her to me  
so fair and graceful 
that my soul drowns in sweetness.236 
 
Ancor ch’io possa dire 
 
Anchor ch’io possa dire, 
Che d’haver vita il cor soltanto sente 
Quant’ a voi son presente; 
Poi che non m’è concesso 
Esservi ogn’hor appresso, 
Mai non vorrei venire, 
Mia vita, innanzi a voi, 
Tant’ ho dolor de la partita poi.237 
 
As Long as I Can Say To You 
 
As long as I can say to you 
that my heart has life only when I hear 
how much you are near me, 
as it is not granted to me 
to be near you every hour, 
I never want you to come at all. 
My life, before you, 
Has so much pain when you leave.238 
 
 
 
 
                                               
235 Giovani Maria Nanino, Complete Madrigals, Part 2, ed. Christina Boenicke and Anthony 
Newcomb, Recent Researches in the Music of the Renaissance 162 (Madison: A-R Editions, 2015), 
xxx. 
236 CPDL, trans. Campelli, accessed 4/13/18 < 
http://www3.cpdl.org/wiki/index.php/Amor_io_sent%27un>. 
237 CPDL, ed. Allen Garvin, accessed 4/13/18 < 
http://ks.petruccimusiclibrary.org/files/imglnks/usimg/e/ee/IMSLP298467-PMLP483562-04-
anchor_chio_possa_dire---0-score.pdf> 
238 Many thanks to Siobhan Lyons for her assistance with this translation. 
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Ancor che co’l partire 
 
Ancor che col partire 
Io mi sento morire 
Partir vorrei ogn’hor, ogni momento, 
Tant’è il piacer ch’io sento 
De la vita ch’acquisto nel ritorno. 
E così mill’e mille volt’il giorno 
Partir da voi vorrei, 
Tanto son dolci gli ritorni miei. 
 
Even Though in Parting 
 
Even though in parting 
I feel that I am dying 
I would like to leave every hour, every 
moment, 
so much is the pleasure that I feel 
from the life that I gain upon the return. 
And so a thousand, thousand times each 
day 
I would part from you, so sweet are my 
returns. 
 
Angelus ad Pastores 
 
Angelus ad pastores ait: annuntio vobis 
gaudium magnum, 
quia natus est vobis hodie Salvator 
mundi.’  
Alleluia. 
Parvulus filius hodie natus est nobis, et 
vocabitur Deus fortis. 
Alleluia.239 
 
Angelus ad Pastores 
 
The angel said to the shepherds: ‘I bring 
you tidings of great joy, 
for the Saviour of the world has been born 
to you today.’ 
Alleluia. 
A tiny son is born to us today, and he 
shall be called Mighty God. 
Alleluia.240 
 
Aura soave 
 
Aura soave di segreti accenti 
Che penetrando per l’orecchie al core 
Svegliasti la dove dormiva Amore 
Per te respiro e vivo 
Da che nel petto mio 
Spirasti tu d’Amor vital desio 
Vissi di vita privo 
Mentre amorosa cura in me fu spenta 
Hor vien che l’alma senta 
Virtu di quel tuo spirto gentile 
Felice vita oltre l’usato stile. 
Gentle Aura 
 
Soft breeze of secret accents,  
Who, penetrating through my ears to my 
heart, 
Woke my love where she was sleeping. 
I breathe and live for you, 
Who blew the life-giving desire of Love 
Into my breast. 
I lived without living 
While my care of love was extinguished. 
Now, though, my soul feels 
The virtue of your gentle spirit. 
Happy is my life beyond the ordinary. 
 
 
 
 
 
 
                                               
239 Luke 2:10-11 (altered). 
240 CPDL, accessed 4/13/18 <http://www0.cpdl.org/wiki/index.php/Angelus_ad_pastores_ait> 
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Ave Maria 
 
Ave Maria, gratia plena, Dominus tecum.  
Benedicta tu in mulieribus, 
Et benedictus fructus ventris tui, Iesus. 
Sancta Maria, Mater Dei, 
Ora pro nobis peccatoribus, 
nunc et in hora mortis nostrae.  
Amen. 
 
Hail Mary, Full of Grace 
 
Hail Mary, full of grace, the Lord is with 
thee. 
Blessed art thou among women, 
And blessed is the fruit of thy womb, 
Jesus. 
Holy Mary, Mother of God, 
Pray for us sinners, 
Now and in the hour of our death.  
Amen. 
 
Beato me direi 
 
Beato mi direi, 
se mi mostrasse vostr’alma mercede 
Quel di che fan vostre parole fede. 
Ma son homai si stanco 
De l’aspettar cio che’l mio cor desia, 
Ch’io potrei venir manco, 
In van bramando vostra cortesia. 
Dunque speranza mia, 
prima ch’io giung’al fin gli anni rei, 
Consolatte gli afflitti spirti mei. 
 
Blessed Could I Call Myself 
 
Blessed could I call myself 
If your soul would show pity to me 
On that day when your words will be 
trustful. 
But I am so tired by now 
Of waiting for what my heart wishes, 
That I could abandon all, 
Searching your courtesy in vain. 
Therefore, my hope, 
Before I reach the end of the bitter years, 
Comfort my sad spirit.241 
 
Ben qui si mostra 
 
Ben qui si mostra il ciel vago e sereno, 
E qui ridon le rose e i lieti fiori, 
Spirando amanti odori, 
Destan gli augelli a dolce canto ameno. 
Ma ria ventur’al fin lasso, ne sorge, 
Ch’Amor tacitamente  
Tesse fra fiori e l’herbe un placido angue. 
Onde venen, si dolce ai petti porge  
Ch’il cor soavemente, 
Pien di dolce desio morendo langue. 
 
Beautiful Shows Here 
 
Beautiful shows here the sky, vague and 
clear,  
Here smile the roses, and the happy 
flowers, blowing loving smells  
Wake the birds to a sweet pleasant 
singing.  
But in the end bad luck arises,  
Because Love, silently,  
Waves with flowers and herbs a quiet 
snake  
To the breasts of whom comes he offers it 
gently  
And the heart, sweetly,  
                                               
241 Ibid., accessed 4/13/18 < 
http://www0.cpdl.org/wiki/index.php/Beato_mi_direi_(Cipriano_de_Rore)> 
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Languishes, and dies filled with sweet 
desires.242 
 
Benedicta sit sancta trinitas 
 
Benedicta sit sancta Trinitas 
atque indivisa Unitas 
confitebimur ei 
quia fecit nobiscum misericordiam suam. 
Alleluia. 
Benedicamus Patrem et Filium 
cum Sancto Spiritu. 
 
Blessed Be the Holy Trinity 
 
Blessed be the holy Trinity,  
and undivided Unity:  
we will confess Him,  
who has shown His mercy to us.  
Alleluia 
Let us bless the Father and the Son 
with the Holy Spirit.243 
 
Caro dolce ben mio 
Caro dolce ben mio, perchè fuggire, 
Chi v’ama, et per amar languisce e more? 
Se vi piac’ il mio pianto e’l mio martire, 
Eccovi il petto, e ne cavate il core, 
Chè quand’ io deggia per dolor morire, 
E far del viver mio più brevi l’hore, 
L’alma lieta da me farà partita 
Se di man vostra lasciarò la vita. 
  
My Dear Sweet Darling 
 
My dear sweet darling, why flee one who 
loves you 
And for love languishes and dies? 
If my tears and my suffering please you, 
Here is my breast; tear the heart out of it. 
For if I must die of grief and shorten the 
span of my life, 
My soul will happily take leave of me 
If I lose my life by your hand.244 
Chi fia, che dal mio cor 
See “Vaghi leggiadri lumi.” 
 
 
Così morire 
See “Tirsi morir volea.” 
 
 
Dixit Dominus 
 
Sede a dextris meis. 
Virga virtutis tue emittet Dominus ex 
Sion. 
Dominare in medio inimicorum tuorum 
Iuravit Dominus et non penitebit eum 
Dixit Dominus 
 
[The Lord said to my Lord] 
Sit on my right. 
The Lord will send forth the sceptre of 
your strength from Zion: rule in the midst 
of your foes. 
                                               
242 Ibid., accessed 4/21/18 < 
http://www2.cpdl.org/wiki/index.php/Ben_qui_si_mostra_il_ciel_(Cipriano_de_Rore)> 
243 Many thanks to Jaya Lakshminarayanan for her assistance with this translation. 
244 Andrea Gabrieli, Complete Madrigals 5-6, ed. Tillman Merritt, Recent Researches in the Music of 
the Renaissance 45-46 (Madion: A-R Editions, 1983), xxix. 
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Tu es sacerdos in eternum secundem 
ordinem Melchisedech 
 
Iudicabis in nationibus implebit ruinas 
Conquesabit capita super terra multorum 
Gloria patri et filio 
Et spiritui sancto. 
 
The Lord has sworn, and he will not 
repent: You are a priest forever according 
to the order of Melchisedech.  
You shall judge the nations, he shall fill 
the ruins: he shall crush the heads of many 
upon the earth. 
Glory to the Father and the Son 
And to the Holy Spirit.245 
 
Dissi a l’amata mia 
 
Dissi a l’amata mia 
Che più d’ogn’ altra luce, 
Ed al mio cor adduce 
Fiamme, strali e catene, 
Ch’ogn’hor mi danno pene: 
“Deh! morirò, cor mio. 
Sì, morirai, ma non per mio desio.” 
 
I Told My Love 
 
I told my love, shining star 
Who is stronger than any other light, 
And to my heart draws 
Flames, arrows and chains, 
That every hour give me pains: 
“Ah, I will die, my heart. 
Yes, you will die, but not because of my 
desire.”246 
 
Dolci rosate labbia 
 
Dolci rosate labbia 
Ch’accoglieste tra voi lo spirto mio 
Quando sera mai che habbia 
Tanto di gratia ch’io 
Baciandovi ritorni 
Haime a languire 
Dolcemente a morire 
E di voi faccia 
E del giocondo riso 
Un’altra volta l’alma in paradiso. 
 
Sweet Rosy Lips 
 
Sweet rosy lips 
That welcomed my spirit between them 
I am never as thankful 
As when evening falls 
And I can kiss you again. 
Oh, to languish, 
Sweetly to die, 
And from your face 
And your playful smile, 
My soul is once again in paradise. 
 
Doulce memoire 
 
Doulce mémoire en plaisir consommée, 
O siècle heureulx que cause tel scavoir, 
La fermeté de nous deux tant aymée, 
Qui à nos maulx a sceut si bien pourvoir 
Or maintenant a perdu son pouvoir, 
Sweet Memory 
 
Sweet memory consummated in joy, 
O happy time of such understanding; 
The loving steadfastness of our [united] 
love, 
Which knew so well how to attend our 
                                               
245 Many thanks to Jaya Lakshminarayanan for her assistance with this translation. 
246 CPDL, accessed 4/14/18, 
<http://www1.cpdl.org/wiki/index.php/Dissi_a_l%27amata_mia_lucida_stella_(Luca_Marenzio)> 
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Rompant le but de ma seure espérance 
Servant d’exemple à tous piteux à veoir 
Fini le bien, le mal soudain commence. 
 
ills. 
But now alas has lost its [former] strength 
Sev’ring the thread of my [one] only 
hope. 
A sad example all afflicted see, 
Cease therefore joy, for sudden evil 
comes.247 
 
E ne la face [Seconda Parte] 
See “Era il bel viso.” 
 
In the Torch of Her Beautiful Eyes 
 
Era il bel viso suo 
 
I. 
Era il bel viso suo, quale esser suole 
da primavera alcuna volta il cielo, 
quando la pioggia cade, e a un tempo il 
sole si sgombra intorno il nubiloso velo. 
E come il rosignuol dolci carole 
mena nei rami alor del verde stelo, 
cosi alle belle lagrime le piume 
si bagna Amore, e gode al chiaro lume. 
 
 
 
II. 
E ne la face de begli occhi accende 
l’aurato strale  
e nel ruscello amorza, che tra vermiglie,  
e bianchi fiori scend’e temperato che 
l’ha,  
tira di forza contra il garzon,  
che ne scudo diffende nè maglia doppia,  
ne ferrigna scorza che mentre st’a mirar,  
gli occhi e le chiome,  
si sente’il cor ferito,  
e non fa come.  
Her Face Was Such 
 
I. 
Her face was such as sometimes in the 
spring we see a doubtful sky, when on the 
plain 
A shower descends, and the sun, opening 
His cloudy veil, looks out amid the rain. 
And as the nightingale then loves to sing 
From branch of verdant stem her dulcet 
strain, So in her beauteous tears his 
pinions bright Love bathes, rejoicing in 
the crystal light. 248 
 
II. 
In the torch of her beautiful eyes, 
his golden arrow burns.  
He tempers it in the lovely brook that 
flows among vermillion and white flowers 
Then, aiming with force at the boy,  
whose shield is neither a double veil 
Nor iron skin, but as he looks upon  
Her eyes and her hair, he feels his own 
heart wounded, 
And does not know how.249 
 
                                               
247 Frank Dobbins, “‘Doulce mémoire’: A Study of the Parody Chanson,” Proceedings of the Royal 
Musical Association 96 (1969–70), 86. 
248 CPDL, trans. William Steward Rose, accessed 4/14/18 < 
http://www2.cpdl.org/wiki/index.php/Era_il_bel_viso> 
249 Many thanks to Jaya Lakshminarayanan and William Lyons for their assistance with this 
translation. 
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Et exultavit [Magnificat], Falsi bordone di 
Ruggiero Giovanelli, primo Tono 
 
Et exultavit spiritus meus 
In Deo salutavi meo. 
Quia fecit mihi magna qui potens est 
Et sanctum nomen eius. 
Fecit potentiam in brachio suo 
Dispersit superbos mente cordis sui. 
Esurientes in plenit bonis, et divites 
dimisit inanes. 
Sicut locutus est ad patres nostros 
Habraam et semini eius in secula. 
Sicut erat in principio  
et nunc et semper et in secula seculorum 
Abraham [Amen]. 
 
And my spirit hath rejoiced [Magnificat] 
 
And my spirit has rejoiced in God my 
savior 
Because He that is mighty has done great 
things for me, and holy is His name. 
He has shown might with His arm: He has 
scattered the proud in the conceit of their 
heart. 
He has filled hungry with good things, 
and the rich he has sent empty away. 
As he spoke to our fathers; to Abraham 
his seed forever. 
As it was in the beginning is now, and 
ever shall be, world without end. 
Amen.250 
 
Frais e gaillart 
 
Frais et gaillard, un jour entre cent mille,  
je m’entrepris de faire ample ouverture, 
au cabinet d’une mignonne fille,  
pour accomplir les œuvres de nature. 
 
La fille m’y répond, tel est mon appétit,  
mais, mon ami, je crains de l’avoir trop 
petit.  
Quand elle me sentit, s’écria notre dame,  
“et tôt, dépêchez-vous, car je me pâme”. 
 
Fresh and Lively 
 
Fresh and lively, one day in a hundred 
thousand, 
I took it upon myself to make an ample 
entry, 
Into the cabinet of a pretty girl, 
To accomplish the works of nature. 
 
The girl answered me, that’s what I want, 
But my love, I’m afraid I may be too 
small. 
When she felt me, she cried, 
“Soon, hurry up, I’m going to faint.”251 
 
Freni tirsi il desio 
See “Tirsi morir volea” 
 
 
Fuit homo missus a Dei 
 
Fuit homo missus a Deo, cui nomen erat 
Joannes.  
Hic venit in testimonium, ut testimonium 
There Was a Man Sent From God 
 
There was a man sent from God, whose 
name was John. 
This man came as a witness, to give 
                                               
250 Many thanks to Jaya Lakshminarayanan for her assistance with this translation. 
251 Trans. William Lyons, 2018. Used with permission. 
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perhiberet de lumine…  
et pareret Domino plebem perfectam. 
 
testimony about the light… 
and to prepare for the Lord a perfect 
people.252 
 
Hodie beata virgo 
 
Hodie beata Virgo Maria 
puerum Jesum presentavit in templo, 
Et Simeon, repletus Spiritu Sancto, 
accepit eum in ulnas suas, 
et benedixit Deum in aeternum. 
 
Today the Blessed Virgin 
 
Today the Blessed Virgin Mary 
presented the child Jesus in the temple  
and Simeon, full of the Holy Spirit, 
took Him in his arms, 
and blessed God for evermore.253 
Invidioso Amor 
 
Invidioso Amor del mio bel stato 
E del riposo mio 
sdegnoso prese l’arme sue in man 
e tosto l’arco tese 
Et contra me si fece tutt’armato 
io che da lui giamai non fui più offeso 
Incauto ne restai ferito e preso 
Et col bel mezo d’un sereno volto 
il mio voler et non voler m’ha tolto 
 
Cupid, Envious of My Happiness 
 
Cupid, envious of my happiness 
And well-being, took up his arms 
In a rage, suddenly drew his bow 
And attacked me fully armed; 
I had never been bothered by him before, 
But, through my incation now, I was 
wounded and in his thrall; 
So, with the clever ruse of a smiling face, 
He has deprived me of my will.254 
Io cantarei d’amor di novamente 
 
Io canterei d’amor si novamente 
Ch’al duro fianco’l di mille sospiri 
Trarei per forza e mill’alti desiri 
Raccenderei nella gemente 
Ne la gelata mente 
E’il bel viso vedrei cangiar sovente 
E bagnar gliocchi e piu pietosi giri 
Far come suol chi de gl’altrui martiri 
E del su’error quando non val si pente. 
 
I Would Sing of Love In So New A Way 
 
I would sing of love in so new a way 
I would draw a thousand sighs 
From that hard heart, and light a thousand 
Noble desires in that chill mind: 
And I would see her often change 
expression, 
And wet her eyes, and turn more 
pityingly, 
Like one who, when it’s no use, repents 
                                               
252 CPDL, trans. Edward Tambling, accessed 4/14/18 < 
http://www0.cpdl.org/wiki/index.php/Fuit_homo_missus> 
253 CPDL, accessed 4/14/18 < http://www3.cpdl.org/wiki/index.php/Hodie_beata_Virgo_Maria> 
254 Alessandro Striggio, Il primo libro de madrigali a cinque voci, edited by David S. Butchart, Recent 
Researches in the Music of the Renaissance 143 (Madison: A-R Editions, 2006), xxx. 
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Of others’ suffering and her own error.255 
 
Io son ferito hai [ahi] lasso  
 
Io son ferito [ahi] lasso 
E chi mi diede accusar pur vorrei 
Ma non ho prova 
Et senza inditio al mal non si da fede 
Ne getta sangue mia piaga nova 
Io spasmo e moro il colpo si vede 
La mia nemica armata non si trova 
Che fia tornar a lei crude partito 
Che col m’habbi’a sanar chi m’ha ferito. 
 
 
I Am Wounded, Alas! 
 
I am wounded, alas! 
I would accuse who wounded me, 
But have no proof; 
And without proof suspicion of evil is not 
believed: 
No blood spouts from my strange wound. 
I suffer agony and die; the cut is invisible. 
My enemy is armed again. 
To go back to her will be a cruel choice, 
For only she can cure the one she 
wounded.256 
 
Io son ferito hai lasso (Quanti mercenarii) 
 
Quanti mercenarii in domo patris 
mei abundant panibus, 
ego autem hic fame  
pereo 
surgam, et ibo ad patrem meum, et dicam 
ei: 
Pater, peccavi in caelum, et coram te: 
[et] jam non sum 
dignus vocari filius tuus: 
fac me sicut unum de [ex] 
mercenariis tuis. 
 
How Many Hired Servants 
 
How many hired servants in my father’s 
house 
have plenty of bread, and I here 
perish with hunger? 
I will arise, and will go to my father, 
and say to him: 
Father, I have sinned against heaven, 
and before thee: 
I am not now worthy 
To be called thy son: 
Make me as one of thy hired servants.257 
 
La bella netta ignuda e bianca mano 
 
La bella netta ignuda e bianca mano, 
le celeste bellezze di quel viso 
col dolce ragionar cotanto umano 
Madonna, m’han da me tanto diviso 
The Beautiful Delicate Bare and White 
Hand 
 
The beautiful delicate bare and white 
hand, 
The heavenly beauty of that vision 
                                               
255 Francesco Petrarch, The Complete Canzoniere, translated by A.S. Kline (A.S. Kline: 2001), 2018. 
Used with permission. 
256 Philip Ledger, The Oxford Book of English Madrigals (Oxford: Oxford University Press, 1978). 
Paraphrased by William Lyons, 2018. 
257 Pius Devine, Auxilium Prædicatorum; or, a Short Gloss upon the Gospels. (Appendix; or, a Short 
Gloss upon the Epistles of S. John the Evangelist.) ... By the Rev. Pius Devine, Passionist. [With the 
text in Latin and English.](Dublin: M. H. Gill & Son, 1884), 381. 
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che non mi sento dentro aver il core 
voi lo rubasti all’ ora 
quando con gli occhi onde il ciel si 
scolora 
gli mostrasti la via che fece amore 
ei fe gran senno a gir ch’in paradiso 
non poteva già farsi più beato 
io per me son contento di tal stato. 
 
With such sweet human reason 
My lady, I am so torn within 
That I cannot feel my heart within me. 
You stole it at the hour 
When, before your eyes the heavens pale, 
You showed me the way love is made 
And I felt a great sense that even in 
paradise 
I could not be more blessed, 
For I am content to be in this state. 
 
Liquide perle Amor 
 
Liquide perle, Amor, dagli occhi sparse, 
In premio del mio ardore, 
Ma, lasso, ohime! che’l core 
Di maggior foco m’arse; 
Ahi, che bastava solo, 
A darmi morte il primo ardente duolo. 
 
Love Caused Liquid Pearls to Fall 
 
Love caused liquid pearls to fall from my 
eyes 
As a reward for my ardour; 
But, alas, my heart 
Burnt with a fiercer flame. 
Ah, see how my first searing pain 
Was enough to cause death.258 
 
Madonna mia 
 
Madonna mia, pietà chiam’et aita, 
Ch’io moro e stento a torto, e pur volete. 
Io grido e nol sentete, 
“Acqua madonna al foco, 
ch’io mi sento morire, a poco a poco”. 
 
Vostra altiera beltà, sola infinita, 
è causa ch’io me abbruscia, e’l 
consentete. 
Io grido… 
 
Hormai le scema l’affanata vita, 
Nol credi, e con vostri occhi lo vedete. 
Io grido… 
 
Di chiedervi mercè son quasi roco, 
sol della pena mia prendete gioco. 
Pur grido in ogni loco 
My Lady, I’m Calling for Mercy and Help 
 
My lady, I’m calling for mercy and help, 
because I’m wrongfully half-starved, yet 
who allow it. 
I cry out and you don’t listen, 
“Water the fire, lady, 
for I feel myself dying, little by little.” 
Your lofty beauty, unique and boundless, 
is what causes me to scorch, and you 
permit it. 
I cry… 
 
Now my troubled life is waning; 
you don’t believe it, yet you can see it 
with your own eyes. 
I cry… 
 
I’m nearly hoarse begging for your mercy, 
yet you only make fun of my suffering. 
                                               
258 Marco Bizzarini, Luca Marenzio: The Career of a Musician Between the Renaissance and the 
Counter-Reformation, trans. James Chater (Aldershot, Hants, England: Ashgate, 2003), 142. 
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“Acqua madonna al foco, 
ch’io mi sento morire, a poco a poco”. 
 
Still, I cry out wherever I go 
“Water the fire, lady, 
for I feel myself dying, little by little.”259 
 
Madonna, il mio desio 
 
Madonna, il mio desio 
E di vedervi’ ond’io 
Quando vi miro sento  
un si dolce contento 
Con questo mio desire 
Che pur vorrei [morire] 
 
My Lady, My Desire 
 
My lady, my desire, 
And to see you 
When I look upon you 
I feel such sweet contemtment 
With this my desire 
I could die.260 
Magnificat del secondo tono di Giulio 
Cesare 
 
Anima mea Dominum 
Quia respexit ancil[lae] sue 
Ecce enim ex hoc beatam me dicent 
Omnes generationes 
Et misericordia eius a progenie in 
progenies timentibus eum. 
Deposuit potentes de sede 
Et exaltavit humiles. 
Suscipet Israel puerun suum 
Recordatus misericordia sue. 
Gloria patri et filio 
Et spiritui Sancto. 
 
Magnificat on the second tone of Giulio 
Cesare 
 
My soul [magnifies] the Lord 
Because He has regarded the humility of 
His handmaid: for behold from henceforth 
all generations shall call me blessed. 
And His mercy is from generation unto 
generations to them that fear Him. 
He has put down the mighty from their 
seat, and hath exalted the humble. 
He has received Israel his servant, being 
mindful of his mercy. 
Glory be to the Father, and to the Son, and 
to the Holy Ghost.  
Mirami vita mia 
 
Mirami, vita mia, miram’ un poco 
Co’ divin occhi tuoi, 
E tu di me fa poi, 
Cor mio, quel ch’a te piace. 
Lasso, che mi disface! 
Non mirar più, ben mio, deh non mirare, 
Ch’io mi sento mancare! 
Se non mi miri, ohimè, come vedranno 
Look At Me, My Life 
 
Look at me, my life, look at me a little 
with your divine eyes, and then you can 
do with me, my heart, what you please. 
Alas, I am undone! Do not look any more, 
my darling, pray, do not look, for I am 
feeling faint! If you do not look at me, 
                                               
259 CPDL, trans. Capelli, accessed 4/14/18 < 
http://www0.cpdl.org/wiki/index.php/Madonna_mia,_pietà_(Orlando_di_Lasso)>  
260 Many thanks to Jaya Lakshminarayanan for her assistance with this translation. 
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Gl’occhi miei ch’altrace luce in sè non 
hanno? 
 
alas, how will my eyes see, since they 
have no other light in them?261 
Nasce la pena 
 
Nasce la pena mia 
Non potendo mirar mio vivo sole 
E la mia vita e ria qual hor lo miro 
Perch’il guard’e tale 
Che lasciarmi peggior che morte suole 
Ahi vita trist’e frale 
Che fia dunque di me che far mi deggio 
S’io mir’ho male e s’io non mir’ho 
peggio.  
 
My Torment Begins 
 
My torment begins 
When I cannot gaze upon my dazzling 
son; 
And my life is wretched 
Whenever I admire it, for its glance is so 
strong 
That it usually leaves me worse off than 
death. 
Ah, sad, feeble life. 
What will become of me then, what 
should I do? 
If I gaze, I feel pain; and if I don’t, I feel 
worse.262 
 
Non è chi’l duol mi scemi 
 
Non è ch’il duol mi scem’ o il fuoc’ allenti 
Si m’ard’ il fuoc’ ogn’ or e il duol mi 
preme, 
Nè che m’aiti chiam’ altro che morte; 
Ma mentr’ io lasso e di più viver sazio, 
Scorgo due si begli occhi ch’a un 
momento 
Sent’ il fuoco cangiars’ in duro ghiaccio 
E di dolcezza il duol farsi diletto 
Io provo con effeto 
Che sol un vostro sguardo un cor già 
spento 
Vivo e beato può far e felice. 
Cosi siete di me vera beatrice. 
 
It is Not Fire That Burns 
 
It is not fire that burns me nor grief that 
presses me 
Nothing will help me but to call for death 
But while I suffer myself to live longer 
I can distinguish two beautiful eyes that in 
one moment feel like fire and changing at 
the same moment into harsh ice 
And the sweetness of sorrow changes into 
delight. 
That with only one glance from you, 
My heart that was extinguished 
Lives and again is happy. 
Thus you are, to me, a true bringer of 
blessings [Beatrice].263 
 
Non gemme, non fin’ oro 
 
Not Gems, Nor Fine Cloth 
 
Not gems, nor fine cloth, 
                                               
261 Andrea Gabrieli, Complete Madrigals, xxv. 
262 Alessandro Striggio, Il primo libro de madrigali a sei voci, ed. David S. Butchart, Recent 
Researches in the Music of the Renaissance 70 (Madison: A-R Editions, 1986), xix. 
263 Many thanks to Jaya Lakshminarayanan for her assistance with this translation. 
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Non gemme, non fin’ oro, 
Nè dei pann’ il lavoro 
Fatto con arte mirabil’ et opra,  
Ma quel ch’ogn’ altr’e sopra, 
L’accorto ragionar, gl’att’ei costumi, 
Son quei lucidi lumi  
Che vi fan chiara, e tanto rilucete 
Ch’a le gemm’ il splendor dar mi parete. 
 
Nor the work of cloth 
Made with marvelous art and skill, 
But that which is above every other: 
The careful reason, the acts and morals: 
Those are the shining lights 
That you make clear, and so brilliant 
That you appear to give splendor to the 
gems. 
 
O admirabile commercium 
 
O admirabile commercium! 
Creator generis humani, 
animatum corpus sumens, 
de Virgine nasci dignatus est: 
et procedens homo sine semine, 
largitus est nobis suam Deitatem. 
 
O Wondrous Exchange 
 
O wondrous exchange: 
the Creator of humankind, 
taking upon him a living body, 
vouchsafed to be born of a Virgin 
and, without seed, becoming a man, 
hath made us partakers of his Divinity.264 
 
O Felici occhi miei 
 
O felici occhi miei, 
felici voi, che se`te 
cari al mio sol, perche ́ sembianza avete 
degli occhi che gli fur s`ı dolci e rei; voi, 
ben voi se`te, voi, 
voi, voi felici; et io, 
io non, che per quetar vostro desio, corr’ 
a mirarl’, onde mi struggo poi.  
 
Oh Happy Eyes of Mine 
Oh happy eyes of mine, 
happy are you, who are 
dear as the sun, because you resemble 
those eyes that were so sweet and cruel to 
her; you are so very happy, you, 
you, happy; and I, 
I not, for to assuage your desire, 
I run to behold her, but thereby I pine. 
On ques amor [Oncques amor] 
 
Oncques amor 
Jamais amour ne fut sans grande 
langueur, 
langueur ne fut jamais sans espoir. 
Voilà le poit où gît le malheur 
qu’on voit souvent espoir sans jouissance. 
 
Love Has Never Been 
 
Love has never been without great spleen, 
spleen has never been without hope. 
This is the heart of all suffering: 
there is much hope, yet rarely born from 
joy.265 
 
 
 
 
                                               
264 CPDL, accessed 4/13/18 < http://www1.cpdl.org/wiki/index.php/O_admirabile_commercium> 
265 CPDL., accessed 4/13/18 < 
http://www3.cpdl.org/wiki/index.php/Oncques_amour_(Jacobus_Clemens_non_Papa)>. 
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Per piano la mia carne 
 
Per pianto la mia carne si distilla 
sì come al sol la neve 
o come al vento si disfà la nebbia; 
né so che far mi debbia. 
Or pensate al mio mal, qual esser deve. 
It Melts Away in Tears, My Flesh 
 
It melts away in tears, my flesh, 
as snow in the sun 
or as fog is dispersed by the wind; 
and I just don’t know what to do with 
myself. 
Now, think upon my pain, what it must be 
like.266 
 
Pulcra es amica mea 
 
Pulchra es, amica mea, 
suavis et decora sicut Jerusalem, 
terribilis ut castrorum acies ordinata. 
Averte oculos tuos a me, 
quia ipsi me avolare fecerunt. 
 
Thou Art Beautiful, O My Love 
 
Thou art beautiful, o my love, 
sweet and comely as Jerusalem, 
terrible as an army set in array. 
Turn away thy eyes from me, 
for they have made me flee away.267 
 
Quando Signor 
 
I. 
Quando signor lasciate entro a le rive 
Mesto il fiume più bel ch’Italia bagne 
Restar gl’arbori tutti e le campagne 
Di fior, di frond’ e di vaghezza prive, 
La figlia di Latona e le campagne 
Dire s’udiro d’ogni gioia schive 
Perchè da noi, signor, or ti scompagne? 
Perchè del maggior ben nostro ne prive?  
 
II 
Ma poi che vostra altezza a noi ritorna 
Ripiglian l’onor suo gl’arbor, le valli, E 
festa fan tutte le Nimphe insieme. Alza dal 
molle suo letto le corna  
Il Po e ripieno di leggiadra speme 
Si gode a pien tra i suoi puri cristalli.  
 
When, Lord, You Left Gloomy 
 
I. 
When, lord, you left gloomy within its 
banks 
The most beautiful river that bathes Italy, 
All the trees and fields were left 
Deprived of any flower, frond and 
gracefulness. 
The daughter of Leto and her companions 
Were heard to say reluctant to every joy: 
Why, or lord, do you now separate from 
us? Why do you deprive us of our greatest 
good? 
 
II. 
But as your higness returns to us, 
The trees and valleys regain their honor, 
And all the Nymphs celebrate together. 
The Po raises its horns from its moisty 
bed 
                                               
266 CPDL., trans. Campelli, accessed 4/14/18 < 
http://www0.cpdl.org/wiki/index.php/Per_pianto_la_mia_carne_(Orlando_di_Lasso)> 
267 CPDL., accessed 4/14/18 < http://www0.cpdl.org/wiki/index.php/Pulchra_es> 
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And, filled with graceful hope, 
Enjoys fully among its pure crystals.268 
 
Signor mio caro 
 
Signor mio caro, ogni pensier mi tira 
devoto a veder voi, cui sempre veggio: 
la mia fortuna, or che mi pò far peggio? 
mi tene a freno, et mi travolge et gira. 
Poi quel dolce desio ch’Amor mi spira 
menami a morte, ch’i’ non me n’aveggio; 
et mentre i miei duo lumi indarno 
cheggio, 
dovunque io son, dì et notte si sospira.  
 
Carità di signore, amor di donna 
son le catene ove con molti affanni 
legato son, perch’io stesso mi strinsi.  
Un lauro verde, una gentil colomna,  
quindeci l’una, et l’altro diciotto anni 
portato ò in seno, et già mai non mi 
scinsi. 
My Dear Lord 
 
My dear lord, every thought in me, 
as always, with devotion, turns to seeing 
you, 
but fate holds me (what more could she do 
to me?) 
reined in, and twists me round and round. 
Then sweet desire that Love breathes into 
me 
leads me to death, so that I barely feel it: 
and between my two guiding lights I cry 
out, 
wherever I am, day and night, sighing so. 
 
Fondness for my lord, love of my lady, 
are the two chains I’m bound with, 
in much distress, so that I torment myself. 
I’ve carried in my breast, a green laurel, 
a noble column, one for fifteen, one for 
eighteen 
years, and may not sever myself from 
them.269 
 
Susanne un jour (Susana) 
 
Susanne un jour d’amour solicitée 
Par deux viellardz, convoitans sa beauté, 
Fust en son coeur triste et desconfortée, 
Voyant l’effort fait à sa chasteté. 
Elle leur dict, Si par desloyauté 
De ce corps mien vous avez jouissance, 
C’est fait de moy. Si ie fay resistance, 
Vous me ferez mourir en deshonneur. 
Mais j’aime mieux périr en innocence, 
Que d’offenser par peché le Seigneur. 
One Day, Susanne’s Love 
 
One day, Susanne’s love was solicited by 
Two old men coveting her beauty. 
She became sad and displeased in her 
heart, 
Seeing the attempt at her chastity. 
She said: ‘If, dishonourably, 
From my body you take pleasure, 
This is done to me. If I resist, 
You would make me die in disgrace. 
                                               
268 Translated by Stefano La Via, “Cipriano de Rore as Reader and as Read: A Literary-Musical Study 
of Madrigals from Rore’s Later Collections (1557-1566)” (PhD diss, Princeton University: 1991), 
435. 
269 Petrarch, The Complete Canzoniere, trans. Kline, 383. Used with permission. 
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 But I would rather perish innocent, 
Than to offend the Lord with a sin.270 
 
Tirsi morir volea 
 
Tirsi morir volea, 
Gl’occhi mirando di colei ch’adora; 
Quand’ella, che di lui non meno ardea, 
Gli disse: “Ahimè, ben mio, 
Deh, non morir ancora, 
Che teco bramo di morir anch’io.” 
 
II. 
Frenò Tirsi il desio, 
Ch’ebbe di pur sua vit’allor finire; 
E sentea morte,e non poter morire. 
E mentr’il guardo suo fisso tenea 
Ne’ begl’occhi divini 
E’l nettare amoroso indi bevea, 
La bella Ninfa sua, che già vicini 
Sentea i messi d’Amore, 
Disse, con occhi languidi e tremanti: 
“Mori, cor mio, ch’io moro.” 
Cui rispose il Pastore: 
“Ed io, mia vita, moro.” 
 
III. 
Cosi moriro i fortunati amanti 
Di morte si soave e si gradita, 
Che per anco morir tornaro in vita. 
 
Thyrsis Desired Death 
 
Thyrsis desired death, 
looking into the eyes of the girl he adored, 
when she, who burned no less for him,  
said to him, “Alas, my dear,  
oh, do not die yet,  
for I desire to die with you.” 
 
II. 
Thyrsis reined in his desire 
to end his life alone; 
but he felt death in not being able to die. 
And while he kept his gaze fixed on those 
beautiful divine eyes  
and drank the amorous nectar, 
his beautiful nymph, who felt  
love’s beckonings drawing nigh, 
said with languid and trembling eyes, 
“Die, my heart, for I die.” 
The shepherd answered her, 
“And I, my life, die.” 
 
III. 
So the fortunate lovers died so sweet and 
welcome a death, 
that they returned to life to die again.271 
 
Ung gay bergier 
 
Ung gay bergier priait une bergiere 
en luy faisant du jeu d’amours requeste,  
allez, dict elle, tirez vous arriere,  
vostre parler je trouve malhonneste,  
ne pensez pas que feroye tel default,  
par quoy, cessez faire telle priere,  
car tu n’as pas la lance qui me fault. 
A Lively Shepherd 
 
A lively shepherd pursued a shepherdess, 
Asking to play the game of love. 
“Go,” she said, “take yourself away, 
The way you speak is rough, 
Think not that I would commit such a 
wrong, 
Therefore do not make such a request, 
                                               
270 CPDL, accessed 4/14/18 < 
http://www0.cpdl.org/wiki/index.php/Susanne_un_jour_(Orlando_di_Lasso)> 
271 CPDL, accessed 4/14/18 < http://www0.cpdl.org/wiki/index.php/Tirsi_morir_volea> 
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 You lack the weapon I need.”272 
 
Vaghi leggiadri lumi 
 
I. 
Vaghi leggiadri lumi  
Come volete ch’io 
Il gran vostro splendor  
Ponga’in oblio 
Luci vie piu che’l sol chio’e serene  
Per cio m’anci de spesso Amor  
E spesso mi ritorna in vita 
 
II. 
Chi sia che dal mio cor 
Sgombri’ora fren’et la doglia, 
ch’in se stesso prova per l’aspra 
sua da voi partita 
[Deh] luci per pieta datemi aita 
Tal ch’in questo partire 
Non mi sento morire. 
 
Hazy, Graceful Lights 
 
I. 
Hazy graceful lights – 
What do you want of me? 
Your great splendor in the midst of 
oblivion 
Lights the way better than the calm and 
serene sun. 
For this, I come often to Love 
And often I return to life. 
 
II. 
Who is it that in my heart 
Gives me so much pain 
But yet, at the same time, tests me with 
the harshness of your departure. 
Dear eyes, please for pity’s sake 
Give me help that in this parting 
I don’t feel like I am going to die.273 
 
Vestiva i colli 
 
I. 
Vestiva i colli e le campagne intorno 
la primavera di novelli onori 
e spirava soavi arabi odori, 
cinta d’erbe, di fronde il crin adorno, 
quando Licori, a l’apparir del giorno, 
cogliendo di sua man purpurei fiori, 
mi disse in guidardon di tanti ardori: 
A te li colgo et ecco, io te n’adorno. 
 
II. 
Così le chiome mie, soavemente 
parlando, cinse e in sì dolci legami 
mi strinse il cor, ch’altro piacer non 
sente: 
onde non fia già mai che più non l’ami 
Clothed Were the Hills 
 
I. 
Clothed were the hills and the surrounding 
countryside 
With the new glories of Spring, 
And I was breathing gentle Arabian 
fragrances, 
Surrounded by grasses and adorned with 
flowers, 
When Licori, at the break of day, 
Picking purple flowers with his own 
hands, 
Said to me with much ardor: 
Here, take these, let me adorn you. 
 
II. 
Thus he girded my hair, sweetly  
                                               
272 Trans. William Lyons, 2018. Used with permission. 
273 Many thanks to Jaya Lakshminarayanan for her assistance with this translation. 
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degl’occhi miei, né fia che la mia mente 
altra sospiri desiando o chiami. 
 
speaking, and in such sweet bonds 
My heart was enfolded, so that other 
pleasure it could not feel: 
Thus I shall never not love him, 
He of my eyes, nor shall my mind 
For others sigh longingly or call. 
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APPENDIX B 
Editorial Notes 
 
Unless otherwise indicated, all music has been transcribed from its original sources. In 
the cases of Bovicelli, Dalla Casa, Spadi, Herbst, and Ortiz, the underlying melody is 
already notated in the diminution manuals. The diminutions in this collection are 
modeled after Bovicelli, who sets the original melody in the upper staff for the student to 
follow (Fig.B.1). When the melody has not been provided in the manuals, I have 
transcribed the it from its original source unless otherwise specified. Sources are 
indicated at the top right of each piece. In some cases, modern editions have been 
consulted. These are indicated in the notes that follow. 
 
Fig. B.1: “Ancor che co’l partire,” Giovanni Battista Bovicelli, Regole, Passaggi di 
musica (Venice: Giacomo Vincenti, 1594), 46. 
 
 
 
The etudes are organized in order of technical difficulty, with the easiest pieces at 
the beginning of the collection. Difficulty level is determined by the range of the piece, 
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the quantity and nature of the passaggi, and the intuitive nature of the melody. Bastarda 
diminutions typically occur toward the end of the collection, as the underlying melody 
can be harder to perceive and the phrase arcs more difficult to construct. 
 
Text 
Text appears sporadically and often irregularly in the diminution manuals. When text is 
provided, I have copied the underlay exactly as it appears, except in cases of obvious 
mistakes. Text that is not original to the diminution or madrigal is indicated by italics. 
Placement of text underlay often varies according to the composer and source. For 
example, Bassano and Bovicelli place text underneath the diminution, leaving the 
skeleton melody untexted. Ortiz and Luzzaschi place the text underneath the melody, 
rather than the diminution. Rognoni Taeggio provides no text at all. 
Because the text underlay of the diminutions does not always align with that of 
the underlying melody – or, in some cases, does not appear at all – I have also provided 
the original texts under the melody lines for reference. In cases where these were 
unavailable, I have consulted modern editions for reference. However, the reader should 
assume that all texts are direct transcriptions from original sources unless otherwise 
indicated in the editorial notes. 
Notes that apply to specific pieces are limited to major changes, corrections, or 
interpretations of the transcribed music. Original sources, ficta, and text underlay 
decisions are indicated in the scores. 
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Accidentals 
All accidentals that appear next to the notes in the staves are original. All original 
accidentals carry through the bars in which they occur. Accidentals and ficta over notes 
are editorial. They apply to individual notes and do not carry through the bars. In pieces 
without bar lines, a system acts as a bar, and the same rules apply. 
 Chrysander’s manuscript copy of Bassano’s Motetti presented a challenging case. 
It is apparent that Chrysander faithfully copied the original manual, now lost. However, 
his interpretation of accidentals and ficta necessitates a note here. Chrysander frequently 
writes question marks next to accidentals which appear confusing, most often when they 
appear on the wrong side of the notes. A modern interpretation of this placement creates 
anachronistic dissonances, which explains Chrysander’s confusion. However, it is likely 
that the placement of accidentals was simply a characteristic of the original lost print, 
which positioned some accidentals after the affected notes, rather than before. This theory 
is even more probable given the frequency of the occurrences. My edition places 
Bassano’s accidentals on the left side of the affected notes. Because their original 
placement was a result of printing practices and does not change the music, I have not 
made a note of every instance of moved accidentals.  
In some cases, Chrysander added his own ficta, indicated by an accidental above 
the affected note. While this was helpful for interpreting the music, I did not always agree 
with his choices. Numerous original and modern sources were consulted for guidance 
with ficta choices, but the end result reflects my own decisions, unless specifically noted 
below. 
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Barring 
Bar lines are unchanged from the original diminution sources. This was one of the most 
difficult editorial decisions of the entire project. Original bar lines appear to be largely 
arbitrary; some diminutions contain evenly barred measures, and others do not. In many 
pieces, bar lines will not appear for entire systems, while other systems display several 
measures containing different numbers of notes. The measures usually contain even 
numbers of breves or whole notes — i.e., four, six, or eight whole notes in a duple meter 
piece — but even this is not consistent. Some diminutions, such as those by Ortiz, contain 
no bar lines at all. I am forced to conclude that bar lines in the diminutions were used 
primarily as visual placeholders. The only exception to this rule is Dalla Casa. The 1584 
version of Il vero modo (Venice), used for these transcriptions, contains a combination of 
single and double bar lines to differentiate the diminution from the unornamented phrase. 
I have kept the 1584 barring in this edition, but the double bar lines have been changed to 
single bars to prevent confusion. 
 
Fig. B.2: Single and double bar lines in Dalla Casa, Il vero modo (Gardano: Venice, 
1584), 8. 
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The decision to keep the original barrings (or lack thereof) removes the modern 
utilization of bar lines as a rhythmic device, allowing players to phrase more rhetorically. 
I have corrected note values in cases of obvious mistakes, taking into consideration the 
context and intention of the composer. All rhythmic corrections are indicated in the 
editorial notes. In some cases, the bar lines in the diminutions conflict with the madrigal 
sources. When this has occurred, I have used the bar lines provided in the diminution 
sources. 
 
Beaming 
Beaming presented a particular challenge in this edition. Notation in early modern printed 
music is rarely beamed, though beams sometimes do occur in manuscript versions. I have 
made beaming decisions on an individual basis to reflect the text and phrasing. When 
possible, beams are connected in melismatic passages under single syllables, and they are 
separated between words and phrases. In cases where this would have resulted in a visual 
handicap for the player – i.e. long passaggi spanning multiple bars – I have beamed the 
notes in traditional groupings of four or eight. 
 
Clefs and Transpositions 
Transpositions are indicated by an incipit before the first bar of music. I have provided 
the original clefs and ranges for each diminution and adjoining melody line. Pieces are 
transposed by fifths, fourths, and octaves to preserve the integrity of the modes. Pieces 
without incipits have not been transposed. 
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 Some diminutions use multiple clefs to adjust for wide ranges. Examples are 
frequently found in Ortiz’s diminutions and bastarda diminutions. To make the 
transcriptions friendly to modern players, I have chosen to use a single clef for all 
diminutions, even those with wide note ranges. All incipits indicate the starting clef. 
 
Tempo, Tactus, and Subdivisions 
I have preserved the original time signatures and mensural symbols used in the 
diminution manuals, especially since some have no modern equivalents. If a symbol is 
archaic, I have provided an explanation for the player above the music that indicates the 
overarching tactus and subdivisions. Decisions for tactus and subdivisions give priority 
to the underlying madrigal, motet, or ground bass line to emphasize the rhetorical 
properties of the music. Other considerations include mensural signs, harmonic changes, 
and individual note values. 
I have also provided suggested baseline tempo markings for each diminution. As 
cautioned in previous chapters, players should consider these suggestions mere starting 
points for practice purposes. Tempo should be varied for affect and accuracy. 
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Notes 
A la fontana (Bassano) 
Text underlay not included in diminution MS. Consulted Erig, Italienische (61-75). 
 
Amor ben mi credevo (Spadi) 
The ending of this diminution seems exceedingly odd at first glance. However, it aligns 
perfectly with the cantus part to the Rore’s original madrigal, which Spadi appears to 
have copied exactly as it was published in 1575. 
M16 – Quarter note after quarter rest changed from original A to G in order to match 
madrigal. 
 
Amor deh dimmi (Bassano) 
M13 – Madrigal line ends with C quarter note. Four 16th notes were originally 8th notes in 
MS. Changed to match madrigal and tactus. 
 
Ancor ch’io posse dire (Bassano) 
Madrigal edition source: Erig, Italienische (211-223) 
 
Ave Maria (Bassano) 
Motet line transcribed from facsimile in Motecta Festorum Totius Anni: Quaternis 
Vocibus, Liber Primus: Mottetti Per Le Feste Di Tutto L’anno a Quattro Voci: Libro 
Primo: Venezia, Antonio Gardano, 1564, edited by Peter Ackermann (Roma: Comitato 
per l’Edizione Nazionale delle Opere di Giovanni Pierluigi da Palestrina (1525-1594) III, 
Tomo 1, 2008), 203. 
M16 – C-D-C at end of bar has been changed from 2 8th notes/1 quarter to 2 quarter 
notes/1 half note to match motet note values. 
 
Ben qui si mostra (Notari) 
Notari provided some notation for this diminution. I have filled in the missing notation 
with the original Rore madrigal. Text and notation not included in Notari’s music are 
indicated by italics. 
64th notes have been replaced by 32nd notes. 64th notes do not align with the original 
madrigal, nor do they appear in any other diminutions. 
M11 – E quarter note and B dotted half over Maria were originally Quarter rest, dotted 
half E, half note E, and 4 16th notes. This does not add up with Notari’s underlying 
melody, which he provides. 
M16 – G sharp (ficta) 16th note just before do of placido originally a quarter note. 
 
Benedicta sit sancta Trinitas (Bassano, treble diminution) 
Motet line transcribed from facsimile in Motecta Festorum Totius Anni: Quaternis 
Vocibus, Liber Primus: Mottetti Per Le Feste Di Tutto L’anno a Quattro Voci: Libro 
Primo: Venezia, Antonio Gardano, 1564, edited by Peter Ackermann (Roma: Comitato 
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per l’Edizione Nazionale delle Opere di Giovanni Pierluigi da Palestrina (1525-1594) III, 
Tomo 1, 2008), 207. 
M4 – half note A added to diminution to match original motet, first syllable of Trinitas. 
M40 – whole note D added to diminution to match original motet, second syllable of 
nobiscum 
 
Canzon del Mortara detta la Porcia (Rognoni Taeggio) 
M10 – last note has been changed to a quarter note from original half note to match the 
canzona 
M41-43 – Rests have been altered to fit the 32nd note ornamentation 
 
Caro dolce ben mio (Bassano) 
Consulted Erig Italienische (233-245) for text underlay and ficta choices. 
M28 – original quarter note changed to half note on che; quarter changed to half on per. 
 
Chi fia, che dal mio cor (Bassano) 
M4 – First 16th note group originally 8th notes in MS. 
 
Cosi moriro (Bassano) 
M6 – half note rest in madrigal line eliminated before di morte to match diminution 
 
Cosi moriro – Terza parts (Bassano) 
MS starts with a half rest. The madrigal does not, so I have eliminated the rest. 
 
Dixit Dominus (Bovicelli) 
The diminution appears to be composed over an original melody line by Bovicelli. No 
other composer is mentioned, and there is text only underneath the diminution.  
 
Dolci rosate labbia (Bassano) 
M28 – MS contains extranneous E whole note which is not in the madrigal. I have 
eliminated this from the edition. 
M29 – Madrigal contains a half note – not a whole note – on last syllable of morire. 
Diminution has been changed to match madrigal. 
M33 – MS contains extranneous B half note at beginning of bar which is not in the 
madrigal (last syllable of volta). I have eliminated this from the edition.  
 
E ne la face (Bassano) 
M38 – first half note E has been corrected from F in MS. 
 
Era il bel viso suo (Bassano, Part II of “Ben qui si mostra”) 
M11 – dotted quarter has been corrected from dotted 8th in Chrysander’s MS. 
M29-30 – Last half note has been tied over the bar to match the madrigal and text. 
 
 
   
365 
Et exultavit [Magnificat], Falsi bordone di Ruggiero Giovanelli, primo Tono (Bovicelli) 
This diminution, along with “Magnificat del secondo tono di Giulio Cesare,” appears to 
be a contrafactum of a source by the composers mentioned in the titles. There is no 
alternate text, nor is the source of the “falsi bordone” or “secondo tono” mentioned. I 
have thus been forced to leave the text out of the melodic line. 
The player may also note that the two diminutions contain alternating lines of the 
Magnificat text, which could be intoned by two people in a call-and-response style.  
 
Freni tirsi (Bassano) 
M3 – last syllable of desio, madrigal line, changed to a half note from original whole 
note. 
 
Fuit homo missus a Dei (Bassano) 
M10 – Half note over second syllable of missus corrected from quarter note in MS. 
M14 – Original 8th note at end of bar replaced with a half note to match the motet. 
 
Io cantarei (Bassano) 
M6 – 8th note (5 notes from end of bar) originally a dotted quarter. This was changed to 
fix the note values and match the madrigal. 
 
Io son ferito hai lasso (Bassano) 
M25 – the last note is a quarter note, corrected from the original half note. 
 
Io son ferito hai lasso (Bovicelli) 
Bovicelli has taken liberties with the original madrigal, which is notated in the diminution 
manual. I have kept Bovicelli’s version. Text underlay has been transcribed from the 
original madrigal. 
 
Io son ferito hai lasso (Rognoni Taeggio, Book I) 
M5 – 2 extra whole rests added to match madrigal line. 
Text underlay is a contrafactum; Rognoni Taeggio has replaced the original madrigal text 
with Latin text from the Gospel of Luke. 
 
Io son ferito hai lasso (Rognoni Taeggio, Book II) 
M22 – tied 8th-32nd note appears as a dotted 16th in Rognoni’s manual, but the note 
values do not add up. I have chosen to use Erig’s solution here (see Italienische, 257) 
though the player could also choose to use a dotted 8th note and replace the 32nd notes at 
the end of the measure with a 32nd note quintuplet. 
M33 – tied half note appears as a quarter note in original publication. 
M55 – I have replaced a half rest with an 8th note at the end of the bar to correct a 
printing mistake in the diminution manual. 
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La bella netta (Bassano) 
M30 – Chrysander’s MS copy is missing three 8th notes. 2 quarter notes have been added 
(C, A) at the end of the bar to fill the half note that appears in the madrigal. 
This diminution has not been transposed, but I have used bass clef throughout, rather than 
alternating different clefs as per the original manuscript. 
 
La bella netta (Dalla Casa) 
M13 – Dalla Casa has left out the first F# half note over ch’in. It has been added to the 
diminution.  
 
Liquide perle amor (Bassano) 
I have filled in the missing parts for the bastarda. Parts have been extrapolated from Erig 
Italienische (282-290).  
M4 – eliminated an extraneous half rest from original diminution. 
 
Magnificat del secondo tono di Giuilio Cesare (Bovicelli) 
See “Et exultavit.” 
 
Mirami vita mia (Bassano) 
M6 – Missing 16th note in original. MS and solution found below: 
 
   
 
Nasce la pena (Bassano) 
For text underlay and bastarda parts, I consulted “Nasce la pena mia,” accessed 4/15/18 
< http://hz.imslp.info/files/imglnks/usimg/7/7c/IMSLP296982-PMLP481533-03-
nasce_la_pena_mia---0-score.pdf> 
 
Non è chi’l duol (Bassano) 
M37-38. Original corrected for rhythm: 
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Non gemme, non fin’ oro (Bassano) 
M10 – Dotted half note is Chrysander’s solution to an incorrect rhythm in the lost 
printing. 
 
O admirabile commercium (Herbst) 
The suggested tactus has been halved from the usual breve and whole note subdivision 
found with the  signature. However, because the underlying motet was composed much 
later than any other melody used for the diminutions, and because Herbst’s barring is 
comparatively regular and frequent, a smaller tactus has been chosen.  
 
On ques amour (Oncques amours, Bassano) 
No five-voice chanson with this title by Clemens non Papa survives. The diminution is 
likely based on “Onques amours,” by Thomas Crequillon. 
 
Quando signor (Bassano) 
Bassano has provided some notation in the accompanying line. I have filled in the rest of 
the notation to complete the bastarda parts. Indicated by text underlay in Italics. 
For text underlay, I consulted “Quando signor lasciate entro a le rive,” ed. Garvin, 
accessed 4/15/18 < http://ks.imslp.info/files/imglnks/usimg/c/c3/IMSLP388729-
PMLP629053-08-quando_signor_lasciate---0-score.pdf> 
 
Recercata Terza – Doulce Memoire (Ortiz) 
M74 – The C quarter note is a D in Trattado. This is not consistent with prior phrases. C 
has been used here, with cautionary parentheses.274 
 
Susana d’Orlando (Rognoni Taeggio) 
Consulted Erig Italienische (133-171) 
Rognoni Taeggio has added extra ornaments, recapping the last phrase of the madrigal. I 
have added this recapped version in the melody line. 
This bastara diminution is so intricate that it did not make sense to fill in all of the parts; 
the embellishments sometimes switch voices as often as note per note. I have transcribed 
only the top line. This creates a contrapuntal texture with the diminution, but it adds more 
context for practice purposes. 
                                               
274 Observations and suggestions kindly given by Adam Bregman, 4/24/18. Used with permission. 
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M6 – Quarter note D originally a dotted quarter. 8th note E originally a 16th note. 
M12 – 2nd 8th note has been corrected from the original 16th note. Last half note 
corrected from original quarter note. 
M58 – First repeated C 8th notes changed to Ds. 
 
Susanne un jour (Bassano) 
M55 – dot added to breve to match original chanson. 
Bassano (or Chrysander) did not provide text underlay. All text has been transcribed from 
the original chanson. 
 
Un gay bergier (Bassano) 
M36 –   in MS. is replaced with   
 
Vaghi leggiadi lumi (Bassano) 
M5 – Chrysander has written G-A-Bb-A in his manuscript. If this was indeed Bassano’s 
designation, it is an odd choice, especially since the original Renaldi madrigal contains 
mostly written sharps and no flats. This edition has omitted the flat and kept to the 
original mode of the madrigal.275 
                                               
275 Ibid. 
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APPENDIX C 
Advanced Topics for Further Study 
 
This collection is intended to fulfill the task of integrating early repertoire and 
performance practice at a basic level. Because of this, the written portion of this 
document does not address advanced topics that can be applied to a more in-depth study 
of historical trombone performance practice that might involve a physical switch to a 
sackbut. However, many students may wish to explore these topics in order to enjoy a 
greater understanding of sixteenth and seventeenth-century style. What follows is an 
overview of advanced topics that students may seek out and apply to diminutions and 
other early modern repertoire. 
 
Diatonic Positions and Historical Pitch 
Early modern pitch standards were different from those of today. Bruce Haynes 
determined that pitch standards in early modern Italy were closer to A=464-466 Hz than 
today’s A=440 Hz.276 Historical trombonists refer to this as “high pitch.” On the tenor 
trombone, this half-step difference moves “A” to first position instead of second position. 
Because of this, historical trombonists learn positions around a fundamental note of A 
instead of B flat. This is clearly illustrated by slide position diagrams as early as 
Virgiliano and as late as Speer.277 
                                               
276 See Bruce Haynes’s explanation of mezzo punto pitch standards in A History of Performing Pitch: 
The Story of A (Lanham, MD: Scarecrow Press, 2002), 58-62. 
277 See Virgiliano’s illustration of slide positions in Chapter 3 of this document, Fig. 3.1, 67. 
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 It can be tempting for modern trombonists to simply transpose up a half step, but 
this is not a long-term solution. Transposing the music, rather than playing with an A 
fundamental at high pitch, creates many problems. First and foremost, it is simply 
impractical sight-read a piece in D sharp minor as opposed to D minor. Secondly, and 
perhaps more importantly, reading up a half step ignores historical tuning and 
temperaments. The reader will recall the importance of recognizing just and meantone 
tuning systems. Transposition to keys with multiple sharps and flats pigeonholes the 
player into a 12-note, equal-tempered tuning system. 
This becomes even more problematic when players explore historical slide 
positions, which were used with early tuning systems in mind. Sackbut players think of 
diatonic positions, rather than chromatic positions. Virgiliano and other writers specify 
four fundamental trombone positions instead of seven — A, G, F, and E in first, second, 
third, and fourth positions – which are roughly the equivalent of first, third, fifth, and 
sixth positions on a modern trombone. Rather than adding extra positions for sharps and 
flats, notes are simply raised or lowered from these four positions.278 Learning diatonic 
slide positions with an A fundamental is even more useful for transposing music and 
reading in historical clefs. 
 
Transposition and Clefs 
Music of the sixteenth and seventeenth centuries was not always performed as written, 
and players needed to be able to transpose as needed. Transposition also went hand-in-
                                               
278 Ibid. 
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hand with clef designations; certain clefs indicated that the music would automatically be 
transposed down a fourth or a fifth.279 Praetorius also advocates transposition at various 
intervals to make the range of the music comfortable for players and singers, and 
Riccardo Rognoni provides several clef options in Passaggi per potersi to encourage this 
practice.280  
 Because of this, it can be useful for historical trombonists to practice sight-
transposition, keeping in mind that the chosen keys should still be appropriate for 
diatonic positions and early tuning systems. For example, pieces with a flat in the key 
signature are usually transposed a fourth down or a fifth up. Pieces with no flats can be 
transposed down a fifth or up a fourth. Stepwise transposition is typically acceptable, 
provided it does not result in unreasonable amounts of sharps and flats.281 
 Transposition is also linked with the ability to read historical clefs. Many of the 
diminutions in this collection were originally written in soprano clef, baritone clef, and 
other clefs that are rarely used today. The ability to read these clefs and transpose to 
trombone-idiomatic keys allows the player access to repertoire that may have been 
previously unavailable because of its range or clef designation, to say nothing of the 
benefits to be gained in general sight-reading capabilities. 
 
                                               
279 This subject has been explored convincingly by Andrew Parrott in his essay, “A Brief Anatomy of 
Choirs.” 
280 Praetorius, Syntagma Musicum III, 93-97. Rognoni, Passaggi per potersi, trans. Honea, 3. 
281 Praetorius, Syntagma Musicum III, 93, 95-97. 
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Early Notation 
This collection was created in part to give trombonists access to early repertoire without 
the need for reading early notation. However, interested players will benefit from 
learning this practice, since early notation can be helpful in itself for communicating 
early modern performance practice that is not easily portrayed with modern notation. 
Irregular bar lines, early rests, and early signatures — not to mention the clarity and 
readability of the prints and manuscripts — can present hurdles at first, but most players 
overcome this with practice. The ability to read early notation can also benefit other 
aspects of musicality, especially sight-reading. Similarly, having familiarity with early 
notation can be helpful to contextualize modern editions of early music. 
 
Period Instruments (Sackbuts) 
I have chosen not to discuss the evolution of the trombone in this document because it 
has already been explored so thoroughly by other scholars. However, it is fascinating and 
useful to study the ancestors of the modern orchestral trombone, particularly the 
connection between its physical construction and historical techniques. It is my hope that 
this collection will inspire some students to explore historical performance in greater 
depth, a path which will inevitably lead to performing the repertoire on period 
instruments. To that end, I will refer the beginning sackbut player to other written sources 
and — most importantly — to those masters of period trombone playing who still teach 
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these techniques today.282 As Speer aptly writes, so will I conclude: “Even though this 
description might provide good instruction and encouragement to play various string, 
brass, and wind instruments, a musical amateur still needs a worthy teacher as a source of 
information without whom no art, however clearly it is explained, can be learned 
properly.”
                                               
282 Carter, The Trombone in the Renaissance; Guion, A History of the Trombone; Herbert, The 
Trombone. For introductory sackbut techniques, see Woolf, Sackbut Solutions. 
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